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| HE Eſteem I ever had for Mr. Sympſon's Perſon and Morals, has not engaged me in any Sort of Partiality 
to his Works: But I am yet glad of any Occaſion wherein I may fairly ſpeak a manifeſt Truth to his Advantage, 


and at the ſame Time do Juſtice to the Dead, and a Service to the Living. 


This ComeenDiuM of his I look upon as the Cleareſt, the moſt Uſeful, and Regular Method of Introduction 
to Muſic that is yet extant; and herein I do but join in a Teſtimony with greater Judges. This is enough ſaid | 


on the Behalf of a Book that carries in itſelf its own Recommendation. 


Licenſed Maxcn 15, ROGER L'ESTRANGE. 
1678, 
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I HAVE always been of Opinion, That, if a Man had made any Diſcovery, by which an Art or Science might be learnt with 
h 


leſs Expence of Time and Travel, he was obliged, in common Duty, to communicate the Knowledge thereof to others. 
is is the chief (if not only) Motive which hath begot this little Treatiſe. 


And though I know a Man can ſcarcely write upon any Subject of this Nature, but the Subſtance will be the ſame in Effect 


which hath been taught before ; yet thus much I may affirm, that the Method is New, and (as I hope) both Plain and Ealy : 
And ſome things alſo are explicated, which I have not ſeen mentioned in any former Author. 


I muſt acknowledge, I have taken ſome Parcels out of a Book I formerly publiſhed, to make up this Comyexnnivw : But I 
hope it is no Theft to make uſe of ones own ; This being intended for ſuch has have no Occaſion to uſe the Other: Alſo, the Firſt 
Part of this Book was printed by itſelf, upon a particular Occafion ; but with Intention and Intimation of adding the 
other Parts thereto ſo ſoon as they were ready for the Preſs. | 


Every Man is pleaſed with his own Conceptions ; but no Man can deliver that which ſhall pleaſe all Men. Some, perhaps, 
will be diffatisfied with my Method in teaching the Principles of Compeſition, the Uſe of Diſcords, and Figurate Deſcant, in 
Three diſtinct Diſcourſes, which others commonly teach together promiſcouſy: But I am clearly of Opinion, that the 
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1 
Principles of Compoſition are beſt eſtabliſhed in plain Counterpoint; and the Uſe of Di/cords muſt be known before Figurate 
Deſcant can be formed. 


Others may object, That I fill up ſeveral Pages with many Things ſuperfluous ; as, namely, my Diſcourſe of Greater 
and Leſſer Semitones, and my ſhewing that all the Concords and other Intervals of Muſic ariſe from the Diviſion of a 


Line or String into equal Parts; which are not the Concern of Practical Mufic. *Tis Granted. But my Demonſtrations of 
them are Practical; and though ſome do not regard ſuch Things, yet others (I doubt not) will be both ſatisfied and delighted 


with the Knowledge of them. 


If this which I now exhibit ſhall any way promote or facilitate the Art of Muſic, (of which I profeſs myſelf a zealous Lover) 

I have obtained the Scope of my Defires, and the End of my Endeavours : Or, if any Man alſo, by my Example, ſhall endea- 

vour to render it yet more eaſy, which I heartily wiſh, I ſhall be glad that I gave ſome Occafion thereof. There is no Danger 

of bringing Muſic into Contempt on that Account: The better it is known and underſtood, the more it will be valued and 
eſteemed ; and thoſe that are more ſkilful may ſtill find new Occaſion (if they pleaſe) to improve their Knowledge by it. 


I will not detain you too long in my Preface ; only let me defire you, Firſt, to read -over the Whole Diſcourſe, that you may 
know the Defign of it: Next, when you begin where you have Occaſion for Inſtruction, (if you deſire to be inſtructed by it) 
that you make yourſelf perfect in that Particular, (and ſo of each other) before you proceed to the next following; by which 
means your Progreſs in it will be both more ſure and more ſpeedy : Laſtly, that you receive it with the like Candour and Inte- 


grity with which it is offered to you, by, 
Your Friend and Servant, 


CHRISTOPHER SYMPSON, 


ADVER- 


EL LT EEE TIO qu MENT 


As moſt of the Treatiſes publiſhed in the Engliſh Language on the Art of Compoſing Muſic, ſeem wrote 
rather for the Improvement of thoſe who are already well verſed in the Science, than to teach the Inexperienced : 
We, by the Advice and Deſire of many eminent Maſters, have made a New Edition of Sympſon's COMPENDIUM 
or PRACTICAL Music; a Book that has been held in Eſtimation this Century paſt, for the Eaſe and Perſpicuity 
with which it conveys Inſtruction. Great Care has been taken to expunge the Errors that had crept into all 
the former Editions, as alſo to make the Whole clear to the preſent Students in Muſic, ; 


Willing, to the utmoſt of our Power, to render the Study of ſuch an agreeable Science as Muſic Eaſy, ſhould 
this Treatiſe meet with Approbation, other ſcarce and valuable Authors ſhall be reſcued from Oblivion, and of- 


fered to Public View, by 
THE PUBLISHERS. 
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y 8. How to join a Treble to a Baſs, — ĩꝓF— 25 4 d 15. Of Two Baſſes, and Compoſition of Eight Parts, 35 
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Concerning Diſcords, 
How Diſcords are admitted into Muſic, —— ibid. 
Of Syncopation, | 


—— 
Paſſage of Diſcords, — 40 
Of Diſcords, Note againſt Note, — — 42 


Of Diſcords in Double Tranſition, — 


What is meant by Figurate Deſcant, 
Of the Greek Moods and [Latin Tones, —— ibid 
Of Figurate Mufic in General, 


—_—_— 
How to ſet a Baſs to a Treble, — 58 
How Parts paſs through one another. 60 


Concerning the Conſecution of Perfects of the ſame 
Kind, and of other Diſallowances in Compoſition, ibid. 


Concerning the Conſecution of Fourths and Fifths, 64 * 


FA R 
Concerning Canon, — — — 75 
Canon of Two Parts, — — 76 
Canon of Three Parts, — — 78 
Of Canon in Uniſon, — 79 
Of Syncopated or Driving Canon, — — 80 
Of Canon a Note Higher or Lower, — 82 
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III. 


Of Relation Inharmonical, 

Of the Three Scales of Muſic, 

Of Greater and Leſſer Semitones, 
Where theſe Greater and Leſſer Semitones ariſe 
in the Scale of Muſic, 


IV. 


Conſecution of Thirds and Sixths, 

Of Fuga, or Fugue, 
. Of Arfin & Theſin, 

. Of Double Fugues, 
. How to form a Fugue, 
Of Muſic compoſed for Voices, 
Of Accommodating Notes to Words, 
Of Muſfic deſigned for Inſtruments, 


V. 


Of Canon Riſing or Falling a Note, — 


Of Retrogade Canon, or Canon Kezte & Retro, 
Of Double Deſcant, 


o. Of Canon to a Plain Song propoſed, — 
1. Of Catch, or Round, 
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- HE End and Office of the Scale of Mu/ve, is to ſhew the Degrees * which a Valeo Natural or 1 


ArtificilI may either aſcend or deſcend. Theſe Degrees are ape by Sevens. To yur of the 


Myſtery of that Number, vere to deviate From the Buſineſs in hand. Let it ſuffice that Muſic may | 
be taught by any names of thingy, fo the number of Seven be obſerved in a or peloonding by 


| degrees. go | = 5 — ny” : l | | 
| dur Common Seate, to ad or diſtingriſh thoſs foren Degrees, makes aſs of the ſame foren Letters which 
:in the Calender 8 the gn Days of. the Work; viz. A, B, 0, D, E, F, 65 * which follow A, B, c. Kc 


over again, 1 ſo often repeated ai” the N of Muſe | doth require. The Order of thoſe Letters "is fach 


as yo ſee in the folloving rel to vit, in aſcending we reckon them Forward or upwards; i in peſcendiny 


-- 


* Fn * i 


: back vard or r downwards. ; 
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|] O#/erve, that every Eighth Letter, together with its degree of Sound (whether you reckon 5 
upward or, downward ) i 1s ſtill the like, as well 1 in nature as denomination. — Together with 
theſe Letters, the Scale conſiſts of Lines and Spaces, each Line and each Face being A fover- 


| 
F | zal te, hes as” you may percieve by the Letters ſtanding. on and i in them. 


4 


p_ 


Thoſe Letters are called Clift, dle, or Toy becauſe they open to us the menning of. 


every Song. 


© * 
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(a Monk of Aretum in ane ho reduoed the Greek Scale into this Form, did place at che 


TY. I bottom, to ſignify from vhenos be Aid derive It; and from that Letter the Scale took the N 


. = 


Name of Gamma, or Gamut.. ; | 
On the middle of the Sea, you ſee three different Marks or Characters; of which ſome one is ſet at the 8 

ning of every Song. The loweſt of them is the F cui mark thrrs & which is peculiar to the Bg. The higheſt 

is the 6 CF made then and ſignifies the Treble or higheſt part. Retween theſe two, ſtands the © Ctr marked 


thus 


F. which is a. Fifth! elov the 6 C5; and a Fifth alſo above the F cia ns you may percteve by connting the. 
"ET 1 the Mw, reckoding both Line and Hate inclnſively. This cin ſtanding i in the middle, ſerves for all 


inner OG, In ſome Examples which follow, you will find the F . Clif on the third. Line, and the C Clif © 
the ſecond or third Line in the Tenor part 3 it is gone to avoid making Lodger (or edditional) Lines and to . ' 
vo to the Clify on diſſerant Lines . ; j | 
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+ When we ſee any one of theſe ca, we know thereby what Part it is, and alſo what Letters belong to exok 


er 
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Line and "Space, which, thongh (for brevity) not ſet down at large, are, notwithſtanding ſuppoſed to be in 
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; thoſe five- Lines and Spaces, 


19 5%. Inner Parts. - | Trevte . 5 X 8 
* b in ſuch Order and Manner as 2 . — þ 2 — —— 
9 | — : — 5 — . 

. hey ſtand in the Scale itſelf. Ex. lg wt 2 3 Are 1 | — 

is NP! | | | 

4 | S 2.( %. Naming ) the DE GREES of SOUND." 
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5 ; Efore we come to the Tuning of theſe 'Degrecs, vor may obſerve, that A Voice expreſzes | a Sound' beſt, when 
A 


| it pronounces ſome word or ſyllable. For this Canſe; x As alſo for Order + Diſtinction ſake, ſix e 


ot * 
_ kT 


7 ve 


© yore. nſed i in former Times, vis. Ut, Re, Mi, Fa, Sol, Le, hie being joined with the ſeven T.otters, their. Scale was 


* % Ao 


* 


For down i in the manner, as follows. 


Four of theſs; to wit! Mr, Fo Soc, La (taken in their 1 are neceſtar) aſs1ſtance to the right 


5 Tuning of the Degrees of Sond, as will preſently appear. The other two Ut, and Re, we ſhall lay aſide, 
| ] and make nſec only of Mz, Fa, Sol, La, and apply them to the ſeven Letters, which ſtand for the. Degrees 


1 of Sound In order to which we muſt firſt find ont where Mz 1s to be placed; that being known, | %. 


che Plac s of the other three are known by Conſequence; for Mi hath always Fa, Sol, La above, 4. 


4 a and La, Sol, Fa, under i it, in ſuch order and Manner as you ſee them in the Margin. T vill * 
1 * i 
4 Fe, = therefore only give you a Rule for placing of Mg, and the Work 1 1s done. 3 2 
4 
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T. HE firſt and weld natural Place fon Mz is in B: Ritt if you find in that Line o Space which belongs to B, fich n. | 
Mark as this(þ) which is called a Flas and exclndes Mi whereſyever it comes, then is Mi to be placed in Ek. Thiolf 


is its ſecond natural Place. If # has alſo a(þ)Fter i in it; then of necefsity you mnſt place your Mi in A. But there 


Are Songs with al þ ) Flat ſtanding i in 4, in B and in E, all at once; by which Mz is exclnded from all its three Places; 


In that Caſe, Ne your Mi in D, with fa fol la, above, and la,fot,fa, under i it, as before mentioned. 


$ S. Concerning tbe (b) Flat, and the () Sharp. | | 
S for che 5 ) Flat + we laſt mentioned, take Notice, that when it is ſet at the beginning of a Song, it canſes all the! 
Notes ſtanding i in that Line or Space, to be called Fa, thronghont the whole Song, In any other Place, it ſerv es 
onh ſor that particular Note. before vhich it is placed. Mark alſo (and bear it well in mind) that wherever you ſing - 
Fa, that Fa 1s but the Ufiance of © Semitone, or ag nom from the Sound of that Degree which is next under itzehich 
Sems/one, together with its Fa, muſt of neceſsity come twice in every Octave; the Reaſon whereof is, that the two principa} 


Concords 1 In Muſic (which are a Fifth and an Eigth ) world, vithont that abatement, be thruſt out of their proper 
Places. But this you will better underſtand hereafter. 2 


There is yet another Mark in Mnſic, neceſsary to be kneyn i in order to the right Timing of a Song, «hich 
i this 1 oalled a Sharp. This Sharp 1s of a e Natnre to the(þ) ) Flat; for, whereas that (h) takes away a 


| 


(*) 


the natural Tone or Sound ss it would have been, had no Flat or Sharp intervened; (that is, a Au % raiſes any Note that is 


HERE is now alſo %%, which, when put before any Note that has been made lat or Sharp ; brings ſuch Note to 


Flat, a — higher, and falls any. Note that is Sharp n Semitorrs lower) which > (Natural } will be uſed in the following 
Port of this a. . of A 4 (: to take r the Flat, or A b (Flat) to take away the Sheep. 
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Semitone from the Sound of the Note before which it is ſet, to make it more Grave or” Flat: This 1 doth add. 


r 


a Semirone to the Note to make it more Acute or Sharp. IF. ĩt be ſet at the beginning of a Song, it makes all 


the Notes ſtanding in that Line or Space, to be Sharp; that 1s, half « Toms higher, throughont the whole Song 


Sm. * 
'» 3 


or Leſson, without changing their Name. In any other place, it ſerves wy for that partienlar Note before 


which it is placed. () 
8 4. 0 Tuning the DEGREES g of SOUND. 


| ** is no way to be taught, but by Tuning; and therefore yon mnſt procure " BER who know hou 5 


to tune theſe Degrees ( which every one doth who has the leaſt Skill in Mnſic) to Sing them over 
with vou, until you can Tune them by yonrſelf. If yon have been aconſtomed to any Inſtrument, as a Volin 
or Violoncello, you may by the help of either of theſe (inſtead of an aſs iſting Voice) guide or lead your own. 
| Voice to the perfect Tuning of them, for every Degree is that diſtance of Sound which may be expreſt by 
riſing gradually, E1ght Notes taken from the plain Scale of the Violin-notes, beginnig at 6 /o7 ** on the 
Second Eine, as 8 will ſee in the Example. 
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| and leaſt that ſhond be too high you may begin from 


C "far ut on the firit added L ine, next below the five tiſtral Lines, EX 


- Theſe” Sales being ſited to the Treble and Tenor Voice, it will not be amiſs to give ſome for the Baſis 


which Examples may be played on the Violoncello, or Harp/reord,. 
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Voice, which is to be performed by ſtriking 0 


vich either G ſol re us or C ut in the Treb/e or with Cfaut, or 6 + ſol re ut in the Bays C47, according to the Pitch 


of your own. Voice: Either of which yon will eaſily find in the plain Scale forthe Harpzeord with the ſame Names, 
85 ſtanding on the ſame Lines and Spaces,as von ſee them hi the foregoing Examples. 


Having learned to Tune them ACC ording to their natnral Sonnds, yort may then deaf to Turie them «hon 4 


Mi 1s removed as in the following Examples. 


- " act 


Mt im B. 
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Mi inK.. 


Mi in A. 


Treb 


Treb7te. 


So! ta 5 fo! 


| Mi in B. 


2 N — 
B . Y — . 
a/ yr @— — 2 Baſs 


So/ 2 Ti fa fot la fa fo! 


Sol la fa ſ la mi fit i 


Mi in KE. 


r 


N in d. ä bY > i 


Sol la fa fol ta mi fa {ol La mi "i fol ta fa ' (ob ta.” 


Aud here yon may obſerve what an Advantage theſe four Syllables do * ns towards the Licht Tuning « 


of. the Degrees; for as Mr directs apt and fitting Places for fa, /o/, and la, to ſtand in dne Order. both above aud. 
\ below it; {ſo fa doth ſhew us where we are to place the Semitore, or Half note; which( as I ſaid) mnſt have tu o places 


in each 0c.arc, that the Degrees may meet the two Concords in their proper Places. 


K CY 


Now, as yon ave een the . places of Mr in the GOAT.» and an * which are: the Thee 3 Ba $3 
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+ There being a compaſs of Notes in i the Inter, Cor any | 
thoſe Keys which expreſs any of the Ne Examples, beginning 
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„ . — * 
it is requiſite to give you an Example of them in the Counter Tenor, and Tenor Clip. 


« WP 


Mi in B. Mz in E. wee 
Coun — —.— — — — 
Terror f | an cn. 
Sol la mi fa vl en Fol la u pr a m1 al fa fot La mi. fu fol ts fs fol ts 
7 Mi in B. kin E. TION, MiynA,, 
Tenor, =] — —.— | Tenor. 1 Bae == E Tenor. — — 


Sol la mnt fa fol la fa ot 


Sol ta fo fol bs mi fa fol | Lo mi. fa.fol ts fa fol te 


* 


When you have bronght your Voice to riſe and fall by Degrees in manner aforeſaid, I vonld then have yott exer- 
-ciſe. i It to aſcend and deſcend by Leaps, to all Diſtances i in an Octaws, ; both Flat and Sharp in manner as follows. 


. 


= 3 = 2 D Dn — — — 
Sol fa fol mii ol fa fol Jobfol la ſol fur ſol fa ft fot. & Sol la pe us ful ' ſol ſol p ſol 1 mi fol Sayſet la a fe ol. | 


Having ſpoke of Naming and Tuning of Sonnds it now comes in Order that ve treat of cheir Length, or Quantity, 
according to Meafnre of Tine; which is the ſecond Conſideration of a Sound. 


SG. M NOT'BS, tte NAMES and CHARA ERS. 


M I fi two Notes in Uſe, were No*a Longus If Notu Brewis, (Our Long and Breve) i in Order to a long · and ſhort 
. Syllable. Only they doubled, or tripled their Longa, Pr, called it Laa, or Marima Note which is o Large. 
Then Muſe grew to more perfection, they added two Notes more, under the Names of Seni brevis and Mrinrima 


CY . : | / 


ve 2 our Senibrere and Minim) which latter was then their ſhorteſt Note. 1 
To theſe, 8 times have added Note upon Note, tilI at laſt ve are come to Dem emiquazers, which 1s the 7 BH 


eſt or ſvifteſt Note that have now in Practiſe. The Characters and Names of ſuch as are moſt in nſe at 


, . * 


preſeut, are theſe that follow. = 5g = 
Semibreve. Minim. Orotebets © Quader. 8 Dem! euer: 
| 1 | J 
[ — = L 1 — — 72 
1 [| 1 L | 
| K 1 8 


The Strokes or Marks which yon ſee ſet after the Notes, are called Panfu, or Re/ts{thit ! is, A ceſgation, or iu 
termiſsion of Sound) and are of the ſame length, or quantity (as to meaſitre of Time) with the Notes »hich ſtand 
| before them; and are likewiſe called by the ſame Names, as Semibrove Rg Minim Reſt, Crotebet Reſts, 57 
Aud 40 from the Names and Characters of Notes, we will proceed to their Meaſure: „ Quantities, and proportion 


$6. (& te Ancient MOODS or MEASURES of NOTES. . 


former Times they had four Moods, or Modes of meaſuring Notes, The firſt they called Perfect of tbe More(Time 


T 1 and Pro/atron being implied) i in which a Large contained three Longs, a Long; three Breves, a Breve three Se- 
-mibreves; and a Semibreve three Minims, fo it is ſet down 1 in later Anthors; though I make a donbt whether ven- = 


-brewes or Min ins (at leaſt Minims) vere ever uſed j in this Mood. Its Sign was this, O oO». 
The ſecond. Mood had the Name of Porfec 97 the Wa * 8 W contained two Longo) Long! two woah 
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denojes, the quickeſt Movement in 2 this Meaſure of Common Time; as for Tripla Tine, 1 ſhall ſpeak of 1 it here- 
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a Breve. three Sonibrever, and a . Semibreve two: Minims. The Time, or Megſtrre-Nog in this Mood Was the Dore; the 
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Sign. or Marl. of the Mood, was this, O 8 "OY 1 | 
The third Mood was named Imperfect of the > More. In which A Large contained tro Longs, a Long two Breve A 
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Browe: tro Semibrewes, and a Semibreve (which was the Time-Note in this * oontamed three Minims, Its Mark « or 
| * 2. 2 4 


sign Wh FER 'Q 38. | p ; . 2 e 15 _ or * * 
The Meaſnre of theſe three Maods was Tripla, of which more hereafter. To tell yon W Diſtinetion of Moods 


rena andy Brotation, vere to little purpaſe; the Mook themſelves wherein they were concerned, being now worn 


> abs. - 85 N | | | 7 
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The fourth Mood they named Imperfect of the Le which we now call the Connen Mood), The Sign of this Mood 
is a de matioles thus C, which denotes the {loweſt Time, and is generally ſet before grave Songs, or .Leſſous; 


the next Mark 3 Is this 0. which is a Degree faſter, the next is thus, D or, this, 2. and is very faſt, and 


-after: In this: Meaſure of con non Time, one 8 which is the longeſt Note, contains two Minims, or four 
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Cretebers, or eight. Quavers Ko. which ( for your better underſtanding) i is preſented to your View. in the fol 
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Joving Sebene. e FEY | 55 9 5 | | . 
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Common Tine | 1 EW | 
Note, that the Large and Long are now of little uſe, being too long 
| Somrbreve 

| A for any Voice or Inſtrument ( the Organ excepted) to hold ont to 

| 7 N 3 —— their full lenghth. tit their 1e, are ſtill in 1 frequent nſe, eſpecially 
| f er l 5 | | F 8 in grave Muſic, and Songs of many Parts. 

| 0 V 


| Yor will ſay, if thoſe Notes yort named hy too. long er the Voice 
if * * Quarers,. » | | N 7 | 
q 3 4k des hold out, to what, pur poſe were they formerly Uſed? To which I an 


a 7 WT yy Aver; they were. ned in Trani Tine, and in a quick Meaſnre; quicker 


"TS 


(Perhape) chen ve now "ike onr Semibreve and Minim. For, as after = - 
times added new Notes, ſo they (ſtill) pit back the former into ſomething a {lower Meaſure. 


$. 7. Of, keeping TIME. 


0 UR next Rnſineſs is, to conſider how (in ſuch a diverſity of long und ſhort Notes) we come to give every 
particular Note its dite Meaſure, without making it either longer oriſhorter than it onght to be. To. effect 
this, we uſe a couſtant- Motion of the Hand. Or, if the Karin ho otherways employed, wo nfo the Foot. If that be alſo 
engaged, the Imagination (to which theſe are but aſſiſtant ) 1s able of itſelf to perform that Office. But in this 
place ve ninſt have recourſe to the Motion of the Hand. | 5 

This Motion of the Hand j 1s Down and Up ſnoceſsively and equally divided. 3 Dow nt . Up being call 
ed a Tena or "Meaſure; and by this we meaſure the length of a Semibreve; which 1s therefore called the Megſure 


Note or Tine=Note. And therefore, look bow many of the Thorter Notes go to a Sentbrewe ( as von did ſee 
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in the POO many . alſo go to #fory Time or Meaſure. Upon which 3 two Minims make @ Tine, 
one down, and the other np, four Crotebets. a Time, two down and two up- Again, — ua vers a Time, fonr 
down, and f font np. And ſo you may compte the nal; _—_ I: Ta 8 of 

But you may ſay, T here told you that a Senibrove is the length, « of. A Time, 1 a Time the Larger 4 N 
= breve, and ſtill you are ignorant what that. length TIRES (- | 

To which I anſver,(in caſe. you | have none to guide your Hand at the firſt 2 1 Notes) Tzveuld 
have you pronounce theſe Words [one, two, three, four] in an equal length, as your vorld(leifurely ) read 
chem, then fancy thoſe four Words to be four Crotehers, which make up the quantity or length, of a Semibrec 
and conſequentiy a Time or Meaſure; in which, let theſe two Words Lone two]be pronomnced vith the Hand 
Down, and [zbree, four] with it Up. In the continuation of this Motion vou will be able to meaſtre and com 
pute all your other Notes. Some ſpeak of having recourſe to the Motion of a lively Pulſe. for the Meaſtre of 
Crotebets; or, to the Beats (or Moments) of a ſteady going Watch for Quavzers, by which to compute. the length 
of other Notes; but this which I delivered, will (I think) be moſt uſefnl to you.” | 

It is now fit that I ſet you ſome eaſy and ſhort Leſson, or Song, to exerciſe your Hand in keeping Ine, to 


ith purpoſe this which follows ſhall ſerve in the firſt Place; with Mz in B, according to what hath been deli- 


-vered; where obſerve, that when you foo a Dot c or Point like thif[* ] ſetpafter an · Nate tft: Note muſt have half 


fo munch! as its valle comes to added to it: That i 15, if it be a Semtbrewe, that Semibreve, with its Dot, mal be held 
ortt the length of three Minims: If i it ſtand after a Minim, that Minin and the Dot mnſt be made the levath of 


three Crotebers; bitt tuin to be Srrng « or Played a NS one intire Note. And fo 7 ans concieve of a Dot after 


any Ar Note. +: 5 5 COT. 
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Here yon have every Tims; or Meaſure diſtinguiſhed by Strokes croſs ing the Lines; which Strokes (together with 
the Spaces between them) are called Bars. In the third Bar you have a Minim with a Dot after it; #hich- Minim and 
Dot maſt be made the length of three Crotebers. In the eighth Bar you have a Minim Re/? which you ue 


& 
meaſure, or count, as two Crotebets; according to the two Figures you ſee under it. 


The freond Stag or Shave, is the ſame as the firſt; only i it is broke into Crotebers (four of which * A 


by «hich you may exactly megſrire the Notes that ſtand above them, according to our propoſed Method. 


When you can ſing the former Example in exact Time, Jou may try the next, which hath Mi in E. 
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In the Eighth Bar of this wade you have A Aigen An and a Crotchee Ron «ſtanding both together, which yon 


may reckon as three crotebet Reſts, according t to the Figures that ſtand under them. 


We vill now proceed to quicker Notes, in which, ve muſt tirn our dividing Crotebers into 0 Quavery rour eher. 


of muſt be Snug with the Hand down, and Four with ZERG. . e 
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Your Example mel be lot with 4 ci Cy, and Mi in 4, 83 yon may be 880% 45 in naming your Notes in any of 
the Coffs. gs 3 8 n . 


"Hove von have n Dotted crotebe- as Croteber with a Dot after 1t) divided into three Quavers, in hack Bloods of 


| this Example; expreſzed by the Quazers in the under Staff or Stave; which Quavers I would have you to Sing or Pla: 


often over, that they may teach Fon the true length of your Dotted Crotebet, which i 1s of rout Uſe for Singing or 


Playing exactly 1 in, Time: - 3 | a 


| This Mark == ſeen at the end of the five Lines, is pie to pert! us where the firſt Note of the next five 
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Lines ſtands, and is therefore called 4 Director. L | 
Iran over, or under two, three, or more Notes A in Vocal Muſe, that ſo m. 
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An Areb called a Ligature 


ny Notes are to be tung to one Syllable, in Muſic for n or Violins, it means that ſo many Notes are to 


be played with one Motion of the Bow. | 4 6-94 5 

TVO Strokes. through the Lines == called Double Bars, „Ebi the end * a Strain or Part. If they have 
"Dots on each ſide the Strains or Paris are to be repeated. 

This Mark { S.} fignifies aR (petitionfrom that place only where it is ſet, and i is called a Repeat. This Mark 1 is fre 
quenth ſet at the end. of a Song or Leſs on, to ſhew the C7o/e or coneluſion. It is alſo ſet, ſometimes, over certain particular 
Notes in the middle of Songs, when(for * ſake of 3 ſome particular Word or Paſsage) we hold the Notes yp . 
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than their proper length of Time, or r make a Pre, or RS, before the Air is et and therefore 1 it is called a 


Stap, Stop, Hold or Pauſe. 
e oj $ B. 0) driving@NOTE) 


COPER,or Driving a Note, is, when after ſ6me f horter Note vhich begins the ae or Half. Meaſu re, there 3% 
8 follows two, three, or more Notes of A greater quantity, before you meet with another ſhort Note, 
| (like that which began the driving)to make the number even; as when an odd croicbet comes before two, three, ar. 
b | more Minims; or an odd. Quat er before two, three, or more crotebets. we 1 


1 " 


| o facilitate this, divide always the greater Note into two of the foe that is, if they be Minims, Wil a 
into two Crotebets a plece; if crotebets, into two Quavers._ 
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Tn this Example, t the firſt Note is a 2 which drives through the Minen in D, and the Meaſtrye | 1% made 
even by the next Crasabet, in c. 
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1 ſecond Bar begin: with a Dottedcrotebet vhich's 1s divided] into 8 Quavers, in the lower eas RE ſhewn, i 7 
in the Tame Bar the Crotebet in 6, is driven through three Mining, vis. thoſe in E. B. c and the number is made even by the A E: 
 Ertaber i inis, which anſwers to the Crotcher that began the driving. The fifth Bar begins with a Quaver, which i is dri= 1 
ven throngh the three Crotebets, ſtanding i in q B, A, and 1 is tnade even by the Quaver in 6, which anſwers. to it, and 1 
fill. up the meaſure. The whole 18 * eaſy by ny them Ito * ler Notes as Iv ſee in the loverStare F 


xa 


0 0 6," a 7 * 5 , * 
* 9 1 of * & : . N 0 , " "Y " . FR 


oy 


* » 


p — FORT WIDE 
1 


Ix 
* 
oh 
4X 
Pe 
I 
1 


3 
£% ee 


LT 
IC OS” k * as N » 
. 47 2 — r r 2 
* *- 5 "is, © ww 4 Ht 4 "a 1 N 
f * *0% £% wy 9 Ks * * AO * 
a 5 o F a % ” 1 9 of 8 4 
wy * 12 * ” * 


r 


* 


ee 


2 w% * 


* 


8 * Ret 


— 4 . 
= * \ * 
— * 


- *y I 
gt n 
- * E 8 


3 0 1 * „ 8 * m 
a 23 —_— 2 A 
Wks, DE NOOR 22 
| 


- 2 ws by 
. . * - 
1 I FER * „ STS 1 
3 TT” . r 
. 17 Th . A &- 
7 \ 8 


% F 9. Orca? ODD RESTS, © . 


15 Ay. ve call thoſe which take np. only ſome part of a Semibreve's Time or Meaſure, and have always refer- 
ence to ſome odd Note; for by theſe two Odds the Meaſure is made even. | 
Their moſt uſual place is the Beginning or Middle of the Time, yet ſometimes they are. Cot © in the latter part | 
of it, as it were, to Fill p the Meaſnre. | | 
If yon ſee a ſhort Ry ſtand before one that is longer, you may conclude that the mort Rg is fer thars i in 
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reference to ſome odd Note which went before: For there 1 is no ſirch thing as — a ſhorter Ne" throngh a a 
longer, like that we have ſhewn in Notes. . 2 


When two Minen Reſrs ſtand together (iu Common Time) yon may ſuppoſe that the firſt of t them bellies to the 


foregoing Time, and the ſecond to the Time following; otherwiſe they wonld have been made one intire Semi? 
Sreve R/. | SEP = — 


When ve have a Menin-RgN with a CrotchetReſt after it, ve commonly count them as three Crotchet n. III 


Like manner ve reckon a Crotchet and « Quaver Rg fr as three C er Refs and a Quaver and 3 as 

three Semiquaver Reſts, 1 1 7 
concerning che Minds and Crotebes Re/?, I need ſay no more, ſuppoſing you are already ny” —_ ins 

formed in. their meaſnre, by what has been delivered; The chief difficulty is in the other. to; to wit the 9 = 

ver ad the Semiguazer Renn which indeed, are moſt uſed in Inſtrumental Muſic. : 

'Your beſt way to deal with theſe at firſt, is to play them, as you would do Notes of Werben quantity; le- 


Ing Heoſe ſuppoſed, or feigned Notes in ſuch places -as you think moſt convenient. I will give you. one Ex= 


ample, which being vell n and 1 will 40 che Buſineſs, 8 "Op : oF 
' 5 6 * | . NP th | | 
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practice this Example firſt anc: 6 to the ſecond or lie Stave, And when you. have made chat perfect 
leave ont the Notes that have Creſaes over" them {and 1 in Inſtrumental Mufic the Boving chat did \oxpreſs ; 


chem) and chen it vill be the ſame as the firſt Stave. By this means you vill get a Habit of ks theſe 
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ſhart Ry7es in their due Meaſure. | 
The. Notes you ſee with one Daſh, or Stroke through their Tails, are ) Quavers. ' Thoſe * two wales are 
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Seniguavers When they have three, they are Demiſemiquazers. 


5 10. G TRIPLA or TRIPLE TIME. 
Fog | When you ſee this Figure [3] ſet at the beginning of a Song, it ſignifies a 


7 „ lch the Time, or Mesſure maſt be counted by Threes,( in the manner ait vas 
done by Fours in Common Tine) as yott may ſee in the Scheme annexed. h 


d [ Y Sometimes the Tra conſiſts of three Minins to a . The more cen 


"= 8 Minim - 


| Crdlebers | 
non Tripla is three Crotchets to « Meaſure, 


Quavers 
SELL In theſe two ſorts of Tripla, ve count, or imagine theſs two Words one, two 
en . EXL Ip Ad with the Hand Yowun; and this Word [three] with it * ſee the Examples fol- 
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lowing, with their proper Figuyes fixed to them. 
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4, p 
1 "= 
- * ' — 1 ,L 
— FR * » * : * 
* ö 7 = B = "0. 
„ 7 
"i 
283 
CE 


* 
" - 8 
== EE === 
I 1 TK T | 
. r 2 3 1 IT td. $9. 23 | 


run of three CROTCHETS . a Mesure. 
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" Thore are many Teslas ft A vs Meaſure, which by ben of their quick Movement, are uſually meaſured I 2 
three down,and three up, with the Hand; ſo that of them it may be ſaid, that two Meaſures make but one Ting and thoſe quick 
Prip/as are wrote ſometimes with Crotebets and Minims and ſometimes with Quavers and Crotchets.T will ſet you one Example 
«rote both Ways with their} proper Moods f ixed t6 them;that you may not be 1 tn of eee Thall be laid gs 0 

rripla 2 {rac Crotchets 3 | 
40 Meg Ex. 

Tripla 1 ſrc Qnavers _ ; 
to a Mea/? 8 Ex | | 

Beſides We of T. before mentioned you «ill meet with the fra Moods that follow ihres Quarers in A Ban 
whoſe Moal is marked thus 8. nine Quarters 11 a Bar marked thus , FR? is beat {1x doan,and three 2p. Twelve Quavers ina Bar 
. 185 . aid is beat fix don and Tix ypprhenthe ſame munber of whe ater ina Bar, as thetwolaſt mentioned they Are marked 
45 aud 12 and are beat the [ame v ay as the Quatzers, © | 125 
The Ele may be under ſtod of any other Proport ion which EOS they beof the 3 8 (that eben ths. 
greater Figure d doth ſtand a bove) do als ys Liguif Pimimitjion; as g called Sequialiera Proportion, xhich ſignifies a Triple” 
Meaſ cre of three Notes to two ſich like Notes of Com mon T7me.or as & which 1 ignifi les a Meaſure of ſix Notes to forr.of- the: 


16 ke Notes in Com mon Time. Which in this Acceptstion Is the lef ſetring,or abatiug ſomething of the full Value,orLength of tl ie + . n 
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Ng otes a thing much uſed 1 in. former times, vhen' the. 2 Moods Vere in ule. 


o uU. If DIMINUTTON as eee 22 


Iminmtion(in this 3 the lefbeuing or abating fomething of the full Value, o or Quantity of Notes; 
D A thing much uſed i in former times, when the Trae Moods were in Faſhion. Their fir Sorts of biminution 
were by Nete; by Reſt ; and by Colour. By Note; as when a Sent breve followed a Breve(1n the Mood Perfect of tbe Leſs) ba 


That Breve was to be made but two Semi/breves, which 'otherviſe contained three. The like was obſerved,if a MA, 


HEMP after a Semrbrene, in the Mood named Impe rfect of the More, Ia which A Semrbreve contained three M- unn 
Ree; ns when {nch Reſts were ſet after like Notes. 


2 * 
55 Colour, as when any of the Cr ougr Notes, which contained three of the leſser, were made black; by vinch they 
were diminiſhed a third Part of their Value. | | Wicks TL. 


+. 
Another Sign. of Dimeinutzon is the turning of the Sign of Mood backward, thus » (hike [till in ble) 
Khich requires each Note to be Played or Sung twice as quick as when it ſtands the uſnal way. Alſo a Daſh; 
or Stroke throngh the Sign of the Mood thus 3 is properly A Sign of Damen utron; though many Caſh it ſo, 
without any ſuch Intention. r * 
They had yet more Signs of Denen utton; as Croſuing or. Double 4% bing the Sign of tht Mood; alſo the ſetting of 
Figures to ſignify Dimimntion in Dupe, 9 Quadruple Proportion; with others of the ſame Kind, which be- 


ing now out of Uſe, there is no Occaſion to trouble you with them. And this is as much as J thought neceſ=. 
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SaTy for Dong and Timing of Notes, which 1 1s all that belongs to the Run of Song. <4 
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1 . 19 COUNTER POINT. 


"EFORE Notes of different Meaſure were in Uſe, the way of Compoſing was, to ſet Dots, or Points one 
againſt or over another, to denote the Concords; the Length, or Meaſure of which Points way Sung 


a according to the Quantity of the, Words or Syllables which were applied to them. And as, in ee 
our be feant, ve ſet Note againſt Note, as they did Point  ogaiuſt Point, from thence it Ttills retains the NAW... 
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of Counterpornts 2 ; \ ak 
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In reference to compoſition i in en RY 1 muſt propoſe: unto you the Baſs, as the Ground vorkorrFoun 
. upon which all Muſical Compoſition 1 is to be erected: And from this. B we abs to meaſure. or com 


pute all thoſe Diſtances, or Intervals which are requiſite for the 3 Joining of other Parts 5, thendto, 


* 


ee 


— 


N Integral, in Muſic, is that Diſtance. or Difference which 1 1s between any two "nk vhors the one: 


A 8 Iz more Grave, the other more Acute. S | 3 
In reference to Intervals, we ate firſt to SPP "> an Cniſon; that- is, one, or the ; Sound; whether pros I 


Snob by one Tingle Wies or divers Voices ſounding i in the ſame Tone. pede + 


_ 7 2 * . P 0 
* " % * : * 4 yy * - - * 
45 d ; . 


w—_ — 


-- 


— . - - 9 — 6. An 0 Py 
, F,Y * * 
kh at's *4 ' P 
* 4x 
* 


* OG \ * o 4a. . * 
25: * E 


EY er, ti. it is TY finite Torntzto/ ay marea ti it may he co 


Arrtbmerte, or as a point in Geomer iy, not Aiviſible. e . . | v 
"As Sounds are more. or leſs diſtant from any — Uniſon, lo 15 . make gronter, or e 


wats; upon which Acconnt, Inte ro may be ſaid Tt» be lis Numbers, Indefinite. 
Brit thoſe which we chell here confider, are only ſuch as are contained vithin our common Scale of Nuſic. 


which may. be divided into C. many Particles. or Sections only as there are. Semitones or Ha/f notes contained 
in the ſaid Scale; That is to Tay, Tvebve f in every Oetave, as may be obſerved in the Stops of freued Inſtrument: 


ſidered 5 in Mnſie = as an unit a 


,-- 
4 


* 


or in the Keys of a Ha record, or Organ. Their Names are theſe which ue. 


12. Diapaſon. DERES - Octave, or gh: 
IL Se mediapaſon. 11. Defective 8 · | 
E. Sept mdr. II. Greater 
10 Sexy minor. * 10 Lefter 
9. Hexrachordon ma. 9. Greater Gch 
8. Herachordon mi. 8. Leſser Gch. 
T. Diapente. ' J:. Perfect 6" 
6. Semidiapente. 6. Imperfect 0b. 
6 rriton es 6. Greater 455. 
35 Data ron. : 5. Perfect. -+ * 
2 4x Greater. gt. 


Where take Notice, that the Defective 8b and Greater 700 are 
"the fame Interval m - tha Scale of Muſic. e 
- The like - may "be ſaid of "thi | Defect eve. 6 and e! 


AlL you x may obſerve, that the Particle Semi, iu 


th 


Semdiapaſons. Semddiapente, &c. doth not ſignify the half 


of Tuch an Interval in Muſic; but only imports > deficiency 


as wanting a Semitone of Perfection. \ | | | 


4 Ditone. > | | 
3. Semeditone. Zenn of * Out of theſe Semitones or Haff — notes, ariſe all. 
4 < n "ol 8 d. . 2 X < ; 4 "WM : ; 75 1 
Tone.. | 3. Greater 2 thoſe Intervals, © or Diſtances which we call Concords aud. 


* 
1 1. Semrone, 8 Leſser 24. 


IT. OY one Sound 8 # difeorgs | © eh e . 


aÞ __ | 42 N f 
15 2 0 CONCORDS. TE 5 


4 35 Ina in Muſs are theſe, = 6 gb 805. By which I mean Alſo their Octawes; as 10th 1999 100 198 


4 All other Intervals, as 24 450 4 — their Octar es, reckoning from the Baſs, are Diſcords; as your ſee in the þ 
4 ; following ſcale. 1 5 5 „ | 5 5 3 _ 
4 b 2 So. we As vou fee · the concords and Diſcords computed here from the loweſt 
K concord 5 concord. 2 | Line npwards; ſo are they to be reckoned from ally Line, or N 
| 9 PRES ; wherein any Note of the Baſ's doth ſtand. 5 
; 8—©-45 ”— | — Again, concord are of two ſorts; Pe rfect and Ingerfec, as 5e ſee de- 
A 1 TT a noted under the Scale. Pe nreis are theſe, Seh, geh, 'with all their Oc =: 
„ reer / —] -laves. Impe rfects are a 3% Gch, and their Octave, as you fee in tHe # 
— I = 2 Scale. Imperfects. have yet another Diſtinction; to vit, the Greater 


. Diſcords. . and Le r 3d. a; alſo the Greater and heel Stb 


8 A. Pubage of the CONCORDS . 


Inst take Notice, that Perfec/s of the ſame kind, as two Stb or two 8"! 'riſing or falling 3 


are dot alloved in Compoſition; as thus, | wo fi 


Perfect. 5:0 mperfect. : 


' 4 = allowed. Noe allowed, Zit if the Notes do either keep ſtill Allowed» Allowed. 1 : 
— — in the ſame I. ine, or Space, or remove(rtp- = = 
VS s 88 8 8g ard or dounward)into the Octave; two, or. * 3 8 6 6 88 8 8 o 8 
( — —— = three, or more Perfects of the ſame kind S = 


* may ii that Caſe be allowed = 3 — 
+, * Vue fays, the 4” is a. Pexfert Concord. Except, in a Compoſition of two Parts only, when it 1% 
| always uſed © as un Diſcord | * th ; K 


— 


Ea 9 " 4 - * 12 , 1 5 | : 4 g 1 % 

» * a N % - ; ”— a * . >. % 
* — 9 * 9 a + * 6 — 

— — 5 % * 7 2 Ps a ot as & 3 p . 4 


= 3 mags 3 | N SY 

| 05 
4 Alto, in esse ition of many Parts (bins ash fo requires)! two COP or two > ibs may be tolernted,.the 
parts paſzing 1 in contrary Motion, this: K EB 


* a * 1 => 


Allom e in . of many Parts, | 


= = moſt peryuBonetg ſo! that the, upper Part remove but one degree, 
6 6 6 6 


As for 3% or. Gin. hich are imperfect Concords;two, three, or more 


of them, Aſcending or Deſcending together, are allowable and are very 
* uſnal. = | 2 e 2 TEE 


In fine von have liberty to change from any one, to any other different concord. Fent. when one of the 


— —— 


. 
* 


parts keeps its Place. Seco n] when both the Parts remove together, ſome few Paſzages excepted, AS being lef- 


elegaut 1 1n Compoſition of two, or three Parts: 30 though in more Parts more Allowance | mY vo granted to 
them. The Paſsages are ſach as follow. 


__Paſaage's not allowed in few Parts. 88 = 28 TR S ; - 5 
— 2 ST — —e RE The Reaſon why theſe 
; 1 — 22 pA — ; | 28 
3 8 I 8 8 = H 8 6 8 8 6 8 6 8 8 & I 686 6 6 6 Paſsag es are Oy allow- 
LEES ——̃ (H2 —— „ ſhall be ſhewn here- 
N e | * 9 7 ' 


-after 


$ G. Concerning; be KEY or TONE. | : 2 3 


9 


-ſpect_ of its ſelf; but in relation to its Thrrd. 


* 
” N - 
i . 


. The 8 from a to an Sch. or * an gu. to a Sd. ie (bor the. 


VERY Compoſition 1 in Muſic, be it long or fhort, onght to be defined to ſome one Key or Tore, 
in which the Baſs ninſt always conclude. A Key is ſaid to be either Flat or Sharp; not in re- 


2 
_ Go, K bane 2 


* 
_ Wo 


1 Akisgaitb Ml 3 you are Firſts to conſider. its 5th. which conſiſts alvays of a er and a 


| Greater, 3% "TY Jeu ſee in thoſe two Inſtances the Key. being in I . 


| kk the leſser 84. be in the Loves place next to the Key, 
ie . . 

f then is the Maſic ſaid to be ſet in 3 flat Key: But if the 
Greater 34. ſtand next to the Koy as It Fre in the ſecond Inſtance, then the Key i, called Sharp. 


2 iI. ſhew you this Flar aud Sharp. 34. applied to the Key in all the uſnal-places of an Octave; to 
vhich. n may be referred ſuch as are leſs nſnal; for bovever the Key be placed, it muſt always have its Sth 


„ divided erding to one of theſe. two ways; and coufequonth; 5 be hor” a Flat, or a Sharp Key. 


Flat. wm Sharp. Flat. Sap. "Flat. Sharp. Flat. | | Sharp.” Flat. . Shaw. F. Sharp: Flat. Sharp. 


=> £ 
4 e 

x 

- - * * 

9 by * * 
1 — $ — Wi - + 1 

1 0 8 „ . , * * 7 * P * 


3 ; 3 the Baſs . ſet i in x Flat or Sharp Ke fo m muſt the other parts be for with Plats or * in all! 


=, 


the Odtiver "above it. 


86. (Of the CLOSES « or CADENCES tines a KEY. ts : . 


Nn E 


| AVING 8 of the Key or Tones it follows, in order that we mention the Ctofes or cad. = | 


which belong unto: it. And here we miiſt have recourſe to our-fore mentioned 5h, and its two d., 


for: upon them depends the Air of Nurr Compoſition; they ſerving | As Bounds or Limits | which keep he 


Mufic in Atte Keren ee 727 "Lg NY * : BEM . * 
True it is, that a fkilſul Compoſer may(for rariety)carry on his Muſic (Cometimes)to make A middle ci 


| 
; 
7 


Ex 


or Cadence” in any Key; bat have we are to inſtruct a Beginner, and ther him what Cloſes or Cadences are moſt prope 1 
aud natrral to the Key in which a Song 1s ſet. 7 | | 

Of theſe, the chief and principal i is the Key itſelf, in #hich (as hath been ſaid) the Baſs ſe always hdd and 
this may be uſed alſo for a middle Cloſe near the beginning of a Song, if one think fit. The next in dignity, 1 1s th, 


Stk. bovez and che next after chat the 3 In theſe three Places . Ctoſes may hs apes. be made, when the Kg) 
is Flat. | =. 


— Zepf/at. a 8 ; | | þ 15 
by But if the Baſs be ſet in a ſharp Key; TIRE it Is not ſo Proper, 


Ny. > nor eaſy, to make N middle Cloſe or Cadence to end upon the Shan 
gd, Tl therefore nſiend thereof 95 commonh make who, of he 4 0 or 24 re the Toy; for middle Cloſes. A n 
. vou ſee what, Cloſes be "PSs to ha Key, both frat 


© n n Key e Sharp: and by theſe two Examples ſet i in 65 — may 
knew, what is to be done, though the Key be removed to any other Leiter of the Scale. 


V. 8 J. How 2 ume g BASS. 


ET the Air of your Baſs by proper to the Key deſigned. 2. If it have middle Cloſes, let them be accordiuy 


mw” Fo | . 

=_— NG 1 
——O14- 1 

— — — 


— 9 


% _ \ 
- 1 > x: 


* 


1. 
to the late Examples. 3. The longer Jour Baſs 1s, the more middle Claſes will be required, +. The mon 


ment of your n muſt be(for the moſt part) by Leaps of A 3% ath- or 6*®-uſing degrees no more. than to. keep 
uvithin the proper bounds and Air of the Key. La, 1 wonld have you to make choice of a fla! Key t to begin, 


— 


ich and reid the ſeying of ſ hang Notpt ĩ in the \Baſs, for ſome reaſons whith f hall appear hereafte n * 


T5 


there Si A Cloſe or Section at the end of the Coconid Bar. 


5 g. Howw our 4 TREBLE 1» the BASS. 


1 / F- Baſs being made, your next buſineſs i is to 3055 a Treble to it: which to effect (after you have placed your 
„ Treble Clif) you are to ſet a Note of the fame quantity with the firſt Note of your Ba either i in a 34 Sch. or 


8-above your B for we ſeldom begin with a Geb. in Counter point: 
Now, for carrying on the reſt, your ſecureſt way is, to take that Concord, Note after Note. chick may be had with 


the leaſt remove: and that vill be, either by keeping 1 1n the ſame place, or removing birt one Degree. In this manner 


Jou may. proceed until Jou come to ſome Cloſe or Section of the Strain; at which voti may remove by 1 to "what 


Concord you pleaſe; and then carry on the reſt as before. 
4 By "this means you vill be ſeſs liable to thoſe biene formerly mentioned, moſt of them being occaſ1 


oned by Leaps of the upper part. | 
only let me adiontle you, that, ve ſeldom ute gebe in two Parts, except Beginning Notes, Ending Notes, or 


— 


where the Parts move contrary: that 1s one riſing, the other falling. 
If yort ſet a Figure under each Note as vou write it, to ſignify. what Concord 1t 1s to the Baſs, as von ſee it 


the folloxing Examples, i it vill be bent eaſe to your Eye and Memory. 


* 


| Kramp/e 1. 6-gining arith a Gch, Raeanple2 2. be > EP q ith a 34, Example 3. btgining d 115 Py. Kt, 
1 jonny [ : ] E 1 — — — — 
— — 
FR. 3383.28 3 668 3 8 


2 2 1 — * 1 . 


* 3 ' 


- . 
I N 2 _ 


.- Take notice that the Bay's making. a middle Cloſe! at ” the end of the ent Rar. your Treble may properly 


remove by Leap, at. that place, to any other Concord, d then begin a neu movement * by Wr T vou ſee Ty 


the Firſt Example. | | | . | 3 * 4 


1 propoſe this movement by Degrees, AS ' the "II Y eaſy, and moſt natural to the Treble b in plain Conn 
-lerpornt: yet 1 do not ſo confine vou thereto, but that you may nſe leaps when there ſhall be any occaſion, 


or when your own fancy ſhall move or thereto: provided thoſe Leaps be made 1 into Inperfect Concord, as you ſce 


by the — folloting. 
He - 


Treble, 


Having old von that we ſeldom uſe. 8%%in two Parts, it bs 6 1 give YUl 


3 ; ; - * 3 5 ſome account of thoſe in the late Examples: The firſt is in che third 


| Bar of the firſt Example;where the Treble meets the Bay? in. contrary Mo: 
| 1 8 stion: therefore allowable. In the ſecond Example. ans thres. gf The firll 


B. 


in ita fiel bench. Treble | keeping its place, and therefore allowable. The ſecond meet in contrary motion: ibe thin Sg 


keeps its place, In the third Example are two he firſt begins the Straiiu the ſecond the Inter part thereof; in all 
wh begining an yr proper be nod. Laſth,n all thoſe 8"*+hich yon ſee at the Concluſion 1 the t 


= 


.# : * ? 6 : 
1 * :, i _ - 
J 44 *- * . * a * * * * * 4 8 * 0 4 ” 9 - ? ” 
+ * 1 L * Fc." " F235 34 ; 3 27 
* h r +4 ; \ 


gere mot ech desen va oft proper 2 natural. — . 3 


. * * 
_— 


4 The for thoſe two Sharps ich you ſee in the freed Example; the fi rſt of * is ifpurablogas many, times 
it happens, Ti ate 111 which doubt the Ear 18 always 10 be Umpire:The other Sharp depends more upon A 


Rule; which is, that when a Baſs falls a &th or ries 2 4 bar. Note, from which it ſo riſes or falls, doth enn require + | 
' the Sharp or greater 3d. /% be Joined to it: And being here at the concluſion, it hath a Further concern; which, | 
þ, that A pinding Cadence 1s made of that Greater 3% by joining part of it to the foregoing Note, which is | | 
s frequent 1 in Muſic at the Cloſe, or Concluſion, as | Amen at the end of a Prayer ans of i it are ſuch a5 | 


"Follow," "ICED beat a ae g „ EN | n Fg, JE ; 
15 — = WT T | ee — n "This Cadence may be uſed 
„r. 5 by any Pa t which hath the 

Greater gd. „ Cadence ' Ca Cadence Cue , Cadence wr * cudence gd-· Ry 7 * 4 8 | 
—_ — — 2 — — Greater 84, in the next Note 

— — — _ | — before a cloſe. CET EK 

22 74 To | | | 


"Theres. ahother fore of Cadence ene i in a waſie(but not at Concluſionſi in which the Greater G 
doth lend part of its Note 4. the Note which went - before; . 85 Deſcending A Tone or Sen tone thus: | 


5 . It : 3 s, 8 — This alſo is appliable by any Part, « or in any Key where the 

- | | Greater Sch. is joined. to Tuch Notes of the 34%. | . 8 
| 2 Cadence. ? Rag C; Ace. 2 * 4 | 

D 1 3 now have you y a "Baſs of your ov, acoording to 


former Inſtructions, and try how many ſeveral ways you can make 


n 1e to It. When you kind yourſelf perfect and- ready there you may * how you can add an luner 
part to v e ble and Baſs: concerning which, take theſe Inſtructions: 888 We 


. 


F IRST, you are to ſet the Notes of this Part in  Concords difforont from thoſe of the wee bia 2. when | 


8. 9. COMPOSE TION's of alin PARTS” * 


— L f * 5 is 
. + ” WARS 


40 
by * 


the Tre bie i 1s Aa Sch, to the Baſs, I vould "TB you make uſe either of a 84. or an 8: for the othen, 


| Part; ada not- to u fe a 6. therevith, until 1 have ſhewn you how, and here a th. and gh. may be mY 


"wad together; of which. more hevexftor. 3. You are to avoid 3 jnthin Inner Part lik eve, ſo much 


as you can with convenience. For though we uſe Gtbeas much as Imperfeets, yet -e ſeldom tiſe gehe in three Parte, 


in too ur three parts, is, that Imper: 


 nuleſs in fngh places as We formerly mentioned. The reaſon why we avoid 


Fect Concords afford. more variety upon acconnt of their Majors and Minors; beſides, Imperfects do not cloy the Ear 


ſo mich as Perfects do | 
We will make uſe of the 3 Examplesthat 5 yort may per cieve hereby how another Part Is to be 44 


* 


1 


, Ezanple oe 

Ct - : 

| Treb7e | ble 
SETS WES CE ao 
oe. — — 2 — — ; 
px bf — —— ._ 7 = 1, 
22 > 8. 68 3. 8 56:35 38 8 3 
Baſs ep = == [ar | 


That (h) Feat * you foe in the third Bar of all the three Examples of the ms ris ſet there. to wakes away the harſh TW, 


gths; 


Example 2. 
+ FTI w r 1 
383 8 3 63838 
536 38 5 333 5 8 
| FO. == p 


Example 8. 


— 


863 


reflection of E natural againſt B 3 flat the foregoing Note of the Baſt: which is what we call Relation Inharmonical, of which 1 


ſhall ſpeak hereafter. As for the Sharps I refer volt. to what 1 ſaid formerly of them: Only take notice that park of the Sharp 5 
in Hs Treble Part of the ſecond Example, is Joined to the foregoing Note, to make that Binding Cadence we former ht an 


* 
2 


8 


29 
s 10. COMPOSITION for PARTS. 
F yoit. deſign your Conipoſition for four Parts, 1 wortld then haye.yor join your 24 re as near as yort can to the 1. Treble. 
Ea is eaſily done by taking thoſe 3 (Note after Note) that are next under the 17 Treble, in manner as follows. 
= I make the 24 Trede and Treble end both in the ſame Tone; which in my Op1 - 
xnion,is better than to have the 1 reh end in the Sharp 3d above; the Key of the Com 
| | — | poſition being Mat, and the Sharp gd more proper for an Inward part at ConcInſton. 
2 6 1 vill now, by adding another Part (47s. a Tenor) ſhew you the accompliſhme rt 
of four Parts: congerning which, theſe Rules are to be obſerved. | 
Fir/t, that this Part which is to be added, be ſet in Concords different from the 
other two up per Parte. Thats 1s to Tay,if thoſebe a Shand 8% let this be an gehe hy which you may concelve the reſt. 
Second!y,T wonld have you join this Tenor as near the 24 ehe as the different Concords vill permit; for the Harmony | is 
better when the three upper Parts are joined cloſe together: 
2 Third y. vou are to avoid two 8h, two She ifi Ing or falling together, as well FORTY the upper Parts, as betxeen . ous 
Part and the Baſs; of which there 1s leſs danger, by placing” the. Parts in different Concords., 
5 Raanple of. Four Parts. Here yort may percieve each Note of the newly added Tenor, ſet in a Concord ſtall dif 
ferent from thoſe of the two higher Parts; by which the Compoſition is compleated 
in four Parts. And though I have ſhewn this Compoſition, by adding one Part af 
2 | _— -ter another, which I did concieve to be the eaſieſt way of giving you a clear un | 
| 383 8 8 Xt 8 8 :derſanding of it;yet,now that you know how to place the Concords,it 1 is left to | 


OY * DP = 


3 36 3 8 


——— 


E 
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Tenor, - 4 
D 1 


[LIT 


your liberty to carry on your Parts(ſo many as you deſign)together;and to 
"= 8 8 . 8 6 39 8 8 diſpoſe them 1nto ſeveral Conrords, as you ſhall think convenient. 


Baſs. *4 - — — — . 


4 22 


| 30 
5 11 ; a C 1 60 may e ee COUNTERPOINT. 
| / T 1s generally delivered by Soft Anthors which I have ſeen, that how many Parts ſoever a ä cot: 
| ſiſts of, there can be but three ſeveral Concords joined at once, to any one Note of the Bays; that is to 
ay, either a 3% 5 and geh, or 34d. Gth. and Stb, and; that when the Gib. taken place, the EN, is to be omit- 
ted; and contrarily, if the Gch. be uſed, the Sh. i, to be left out. | | 
l Y Our excellent and worthy Countryman Mr Thomas Morley, in his maden to Maſe, pag: 148. teach: 
| nk his Scholar to compoſe four Parts, uſes theſe words, But when you * in a 6 then of yore muſt the She 
? outs W at a Cadence or Cloſe where 4 Diſcord is taken thus: 8 nt 
which is the be r. nanner of cloſing, and the only way of ehing 4 6th. and 6. "together. 1 3 
| All this is to be underſtood as ſpeaking of a pegel Gch. But there is another Hh. in 
EC, <P called a falſe, defective, or imperfect 6*xhich neceſsarily requires a = to be joi- 
| . med with it: And tho I never heard any approved Author account it for a Concord, yet 
1s it of moſt excellent, nſe in Compoſition, and has a particular grace and elegancy, 
even 1n this plain way 'of Corntexpoint. It 1s commonly produced” by making the low- 
ber term or Ba/s Note, ſharp, as you Tee i in the two Inſtances following. 3 
= —— Thus you. ſee how a S and Gch. ma be uſed at once; In a other 
way than theſe I hive mentioned I do not concieve how they can 
ſtand together in Counter Point; but when one of them 1s put in, 
the * 1s to be left ont, according to the, common Rule. 


Tt R R 1 a M4 fe G 0: of A Us 7 A. feet. N 55 — — e 
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S 12. COMPOSITION in a harp KEY. 
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E will now. probeed. t to a Sharp Key; in which, 6*zre very frequent, for there are certain Sharp Notes of 

the Ba/t, which neceſzarily require a leſser 6”-to be joined to them: As 'namely, 1. The Haf- Nie or Hier 
under the Key of the Compoſition. 2. The greater 3% above the Key. 3, Alſo the 84. under it, requires ſome. 

times the greater, and ſometimes the Hier 6th, to be joined to ibn you ſee i in the ſubſequent 888 in 


hich che Notes of the Baſs requiring a Gch, are marked with a Dagger. S Fe 


— 


K — 1 Things to be noted in this Example are, I. When the Note: of the 3g keep Grill 
Ede A * DDS in the ſame place, it 1 is Ieft to your liberty to remove the other Parts as yon ſhall 
2 ENT - 0.2. IP 6: in fit: An Inſtance æherbof von heve in the next Notes after the begining. 2. 
SRO 857 58 DS Take notice (and obſerve it hereafter) that the Ilaq Note or Sharp Second under 
- 3 the Key doth hardly admit an g. to be joined fo it without offence to a critical 
Tenor, 58 63 0 3 => 75 5 4 Ear; and therefore have I joined two Stand a Sto that ſharp Note of the Ba/\ 
— 2232 in F. 3. In che firſt part of the ſecond Bar, your may ſee the Treble lending part 
*. 5 a + Tr 3+ © of 1 its 6'to the foregoing Note, to make that binding Cadence which we forn 
erly- n e Pag. aa You may obſervs __ now T ated the Treble to end 1 in a Sharp gf. - which 1 did not ap 


prove when the Key was flat. LR 


Thel Figures ſhew you- which Parts are 6% the Ba/3,as the bagger mark, which Notes of the Baſt require 
them: where you muſt know, that the Baſs in «ll ſuch like Notes, doth aſsume the nature of an pper part; 
"ORE 3 a 00 "ſometimes A Sch. of that Latitude or Compaſs which is proper to the true nature of 


' * 
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To demonftrate this we will remove the ſaid Notes into choke proper Colmaſo; pd then your r vill foo | 
the 6th». changed into other Concords; the upper Parts remaining the ſame they » were or elſe ſing thoſe 
Notes which. the Baſs. afsumed before; as the follow ing Example will ſhew. FEES Te | 
Here you may percieve, that by removing bos. Notes of the: Bays 


= ad 
| Tryb/e 
2 35 85 5 2.55 585 6 ig * 84. lover, all the Geha, are taken away except that — rhich made 
28 
Ty e8/ —_— == TX the Binding Cadence: aud chat alſo vill be taken quite away, if ve re- 


853.583 5 35 58 "38 :move 1ts Baſs —Note . into its full Latitude, which is a Con lover, » Rs n 
2 will eaſily ſee ths the Inſtance next * — 5 


© + 7 ITS Ee ' =P 1 
By this which hath been chen u, your "7B, where 66. are to be uſed in eres and: | they may 8. 


avoided chen you pleaſe. But 1 would have you take notice, that Benet con/i/ting much of Notes which. require- 


Gib be Joined to them are more proper for 8 than for ney Parts. The like may be Lend of Baer. that move much 


by Degrees N 
$ ISC Of TRANSITION or Breaking « > — ACC OP 8 


| O0 thing yet remains, very neceſuary (ſometimes)in Compoſition: and that is, to make ſmooth or ſweeten 


* . 


the roughneſs of a Leap, by a gradual Tranſition to. the Note next folloving, which is commonly called 
the Breaking' of a Note. The manner of it von have 111 the folloving. Examples, where the Minim in B; Is bro 
hen to a 34 4 and * both dernverd and rd. e ot 3 . : 


k 


Ys fie x manner may A Sea Hhrevs 1 broken i into ſmaller Notes. Where take notice alſo, that to, three or more 


Kates, ſtandi together i in the ſame Line or ſpace may be conſidered as one intire Note, and conſequently capable of 
trpiflion # = | „„ 2 II which, you have no more to take care of, but that _ 
he fieſt PYrticls Agref⸗ the Concord, and that 82 Laſt produce. not two. Scher o on Swe with Sins other Parts. 
To e e it ſo happen jthe folloving Note of che other Part may be altered, or the > Tranſition yy 


. i take we lais ert. vith its OI 0 apply Tome of theſe nreaking to buen Notes as do 


eg them, or r may admit them, 92 85 . PIs | | ; . Is 


A. * 


A The breakings are marked with little Stars es thom, Sb; 


von will better conceive if you caſt your Eye back upon their 


original Notes. 


In this I have made the "HP" 24. Treble end both 1 in the fame 


Tone, that You might ſee the n fall by Traufition into the 
| Greater 3d, at the Cloſe. 
7 — Theſe Rules and Inſtructions which I have now ; delivered, ** aach . 


bags 


ind any om ahnte to ſher vort what i 1s neceſcary for Compoſition of Two, Three,or Four Parts in . 


* ” * , ” * 
7 N - . d - — b 
* F * 4 "% K ' * * 
" ” - 
N on _ 


4.4 bent fet my bd all in the Care Key 0 yes: in 6) that I —_ give the ef Alurbanos to your ab hich be 
once confirmed yort may ſet your Compoſitions i in what Key you pleaſe,hoving regard to the Greater and Ir 3%. hath 9 


8. 14. COMPOSITION 9f 6, 6, and 7 PARTS.” 5 | 
B Y that which has been ſhem;it plainly appears, that there can be but three different Conicords — at once to any on 


Note of the BH. that is to ſay,(generally ſpeaking) either a 3 «5th, 'and 85. or a8 Schund g Hence i it follows, that if ve joi 
more Parts than three to the B it miſt be done by donbling ſome of thoſe coucords ug If one Part more be added, which 


ſhewn. 


a Compoſition of Five parts, ſome one of the ſaid Concordsmuſt 1 till be doubled. If two be added, which make A ee 


of ſix Parts, the duplication of two of the Concords will be required. | | 
If Three Parts more be added, which makes up Seven Parts;then all the has? Cond will be doubled. And . 
-ly, the more Parts a Compoſition conſiſts of, the more 3 the Concords will be 7 Which redoublin 


mult be either in their oetaven or in their Un 1/08s. 182 4 © f 
| . of Five Parts. 1 mention Uniſons, becanſe mary Parts Cann: 8 27 : 3 9 
1 Tod not ſtand within tbe Compals of the Scale 1 5 Kr 
5 353 T35 3 8 7 +5 T of Muſ ic. hut ſome of thoſe Parts muſt of FFF 56 5 1 5 
n —— neceſsity meet ſometimes 1 in Un on. | _ = 9 | 
"AY j _—_ - > That I may explain theſe. things more : 58 35 98. 5 3 
838 68 3 838 31 1 586.59 8 333 
AYR clearly, 1 vill ſet you Examples of 5, 6,and , 
Tf 3 REED 7 7 parts vit ſuch obſervations as may ocour SE 2 5 TM = 5 „ 
FR. th. -* of Pu * K therein; And being able to join ſo many . | 
ks ——— THE Parts together i in Counter pornts you. will 2 Tenor ” I 5 5 0 ; 
8 9. : LEE $58 — find leſs difficulty. to compoſe them in * — g ? 


54) ——— E Figurate Deſcant; as there your vill have. * 


* 


* "4 


more liberty to change or break off 1 upon the middle of a Note. 3 1 «i . offive 
Parts your ſee ſome: one of. the Concords {till doubled, as may be obſerved by the Fignres which denote them. 


Your next Examples of %% Parts; wherein two Concords will ſtill be doubled to each Note of the Baſs. 
In the Exkmple of Sir Bore yon Tee two Concords doubled; in which all you have to ob fande i 1s, how they remove 5 


1 vays the one upward, the other downs ard;by which means they avoid the Conſecntion of Perfects of the ſame Hud. 
Example 0 ſeven Parts . | | * 


el 


Dr i == Obſervations in this ae are theſe fas that al three Concords 3 


——_ — 1 
— : ; 


| FEE 9 83 6 3830 8 either donbled;or if any one ſtand Tingle, (as that which makes the Bind-= 
Wes 


1 1 — ing Cadence miiſt always do) it doth neceſsitate ſome other Concord to 

l 4 \ 38 68 3 Sn TY be trebled. Second!p, that though the Parts do meet ſometimes in Uni/on 
„ a when it caunot be avoided, yet they muſt not remain ſo, longer than ne 
. ceſoity requires. La/ty, take notice that the Notes of one Part may be 
; placed above or below the Notes of another neighbouring Part; either 

[ Tenor, to avoid the Conſecution of Perfects, or upon any, yolnntary deſign. 
The Notes fo trai{ſpoſed are marked with little Stars over them, that” 

Nor you may take better notice of them. 


5 89 8268 3 23 9 3 
Ss 15.0/700 BASSES and COMPOSITION of « . PARTS. 


M 


take its Part by turus, while the other ſupplies the office of another Part. Such are commonly feliguen for 


Fa 


ANY Compoſitions are ſaid to have two Ba/ves (becauſe they are exhibited by two Mioloncellos or Vorees) 


when, uu. reality. they are both Land one Ba/s divided into ſeveral parcels; of which, either Baſs doth 


Inf. truments. But here ve are to Theak of two nahe, of = different nature; and that. in | pefernnne 4 to Compoſitin 


of them lc, if ſet alone, a true On 3 SS] Bt 1 theſe two Ba/5es between themſche 
Ba/s to all the upper Parts of fy, HEE Ee ant be, in very reſpective Xx 
either Choir, for ſach oug ht x | 33 88 7 | 86 873 either * Oetave, => "Dad ion, an Thin 
the tvo 34e to be, which here 1 4:4. ne I AAA or a Sixth, one to the other, not 
1 mean. And though it do nf | 8 FE: — — 2 8 a "Bt, , becanſe the upper Baſil 
thing. rhich fer of our cdief = a ing ſet alone, or ſounding Loudet 
Compoſers do obſerve, you Ty = + == than the other) vill be a 410 all 
camot but deliver my opinion "883 35 8 F 35 5 F thole upper Parts rhich were 0% 
therein; leaving the ſkilful 2 Tenor | -tawes to the lover Baſs. gut whore 
to follow which IG they > ; wa . 98 2 88 383 2. 8 Ba/tes are a 34. one to the other, if 
moſt a[foet. - * . 1 paz, r 2 — . you take aw ay the lower 84%. che 
ID 1 1 n ouly changed: into 6 Again, 1 


36 | L . : 24 4 L . 


of lagb. Parts; which whether intended for Church or Chamber, 1s uſually parted into two Choirs, ir Choir 
ving its: peculiar Baſs, with three upper Parts belonging to each. 1 | 
"Theſe two Choirs anſwer each be by turns: ſometimes with a ſingle voice, ſometimes vith two, three, or, all four 


more or leſs, according to the ſnbzect, matter, or fancy of the Compoſer, But when both Choirs Join together, the Con 
poſition conſiſts of Eight Parts, according to the folloving F.x ample, In which you vill lee. two > Baſes either r of 


* 
. ; 


them moving according to then: {EEC | EP 


* Brun le of Eight "Leg 
nature of that Part, and cither 2 2 — 


| Concerning the Concordance of 


2 Baſt. 5 4 | — >= , 


7 N 85 — 7. 5 1 


2 —— — — — — 


þ 


— 


you take avay the loves Beſ chere thy are a 6» one to the other; the? upper Parts which were Gebe o the lover 
Bay, «ill be Ni to the higher. Where the B/ es found in Un! uon or Octave, the upper Concordy axe the ſame to either. 
L The reaſon why I do not affect a Gch. between the two Baſes in Choral Muſic 1s, that 1 would. not have the 
Muſic of one, Choir to depend upon the Ba/J, of the other, which 1s diſtant from itzbut rather, that the 
Muſic: of ber Choir be built upon. its own proper By/s, and thoſe two age. with all their upper parts 
to be Tuch as may 2415 one entire Harmony rhen they Join * together: | : | 
One thing more concerning tro Bes is, that though they may often meet 1n 84. yet if they move Tu 
ceſtively in ſimple 3% they vill produce à kind of bus zing, in low Notes eſpecially, (66 I have foretimes 
obſerved) which is not to be approved wuleſ the Humox of the Words ſhould require 1t, : 


What ve have ſaid of Four Parts in a Choir, the Cain may be underſtood if either choir conſiſt of 


ho or {ix Voices, each Choir onght to hams its peculiar Ba/, independent of - the other: and the 

0 more Parts the Compoſition corifiſts of when all are Joined together in = full Chorus, the greater al 
t lovances may be granted: becauſe the multiplicity of voices doth drown or hide thoſe little Solegiſms 
»hich in fever Parts would not- be alloped. nn 


[ 


This is as much as 1 think neceftary to be ſhewn concerning Counterpoint, or plain afra nt. winch, 


Fe, che Ground-work, or (as 1 may ſay) the Grammer of Muſical Compoſition . 5 | TT 
nd: thongh he Examples herein ſet down(in which > 7, HA endeavoured no enriofity but plain in 
\truction)be ſhort, ſuitable to a Compendium, yet. they are (1 hope) ſnfficient to let you ſee how to 


N on your Compoſitions to what Ln 225 Thall e 


— 
* 


mung 4 


— —— . ——— — = ů* n L111 
- | 
* 


A MUSIC, 


N e daemon. 


| 18conbs as ve — Ed of Intervals are Inde ef enite; for all Intervals, excepting thoſe for which. 

SJ preciſely terminate the Concord, are Dy/tords. But our concern an this place, is no more than vich | 
ö theſe that follow, vs. The Lefoer and Greater Second. The La Mer, Greater, and. Per, rect Fourth. The Le, 22 
or Defective Fir. The Leſver and Greater“ Seventh: By theſe I alſo mean their Octaves. 


| F. 2. How DISCORDS are admitted wie MUSIC. . eu 
11 are te vays (chiefly)uſed ; in Compo/7tion. Firſt, i in Dininution; That is, when two, ihres, of or more 
Notes of one Part, are ſet againſt one. Note of a different Part. And this is 3 done in "making = 
graduel tranſition from one Concord to another; of which you had ſome intihation Pas. 32,33 Where I ſpoke of 
breaking - a Note. r 3 1 ang | | 
In this way of Fe” Dips" A SE —=—2 
-cord ech be allowed in any ons of Ex / 82.14. 8768 * 
the diminute Notes,except the firſtor K —.— 5 
lealingNote,which ought d tobe 9 S 


G 
on 
— 0 
O 


N „ | | x. „ 1 ; | . £ 21 +BY 
To which may - be valor all kinds of Brea 44 or Dovidings either of the Ba/ itſelf, or. of the Doſeant that i is Joined to in 


nere again take notice, that two, three, or more Notes ſtanding: together i in the ſame Line or ſpace may. be e 
ed as one intire Note, and may admit a D ſeord Joined to any of them, the firſt” only excepted.” . "Sb 
FIGS 1 Although in this Example, I ſhe v what liberty you” TT to uſe, 


| 1 — 5 Jrords; where many Notes ſtand together in the lane Laue or, 
.  -< 0432 876 m) 
145 | — — ſpace, which may properly be uſed in Vocal Mülic, eng both. the 
7 7 renn pronounce the ſame Words or 3 together yet it is 
uk. e uſual 3 in Muſic made for Inftrumdny. jog: Ee . PN” pI TEE CORY FA 


T- other way in which D: Jeords. are not only | alloved or admitted, Ik of moſt antodllqut uſe and Orname!u 
in Compoſition; is, in Spncgparion or Binding: That is, . Note of one Part. ends and breaks olf * the 


middle of the Note of another Part; as yo ſee 1 in the folloving Examples. 
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Abele Sample ſhew you « the Bindings or Me palin, that are ufttally to be forme as 7ths, with. Hehe; 
Gbbez with pu. vith. 340 gu with 242. why 3 lr: 4 i are exempt. Trom n with their e Dt / 


— 25 FR | 4 a... oY ; 0 een 


* a | 2 


core, ſhall preſently appear. | 
5 Irffthis vay of Binding, a D y vord. may. 18 eld to the firſt Part if any Note "my the . Baſt, if the other 


* * * 


part of the Binding — Note did ſound in concordance. to that Note of the 34% which went before: and 
ſometimes alſo vithout that qualification wherein , Skill or Judgment 1s required 


PI RE «Pajoage” + DISCORDS. 33 ET INIITS 1066 
Fsconps uz admitted, ve are next to conſider how: they are ern off, to render them ahightful, 


for \ imply of themſelves they are harſh and diſpleaſing to the Ear, and introduced into Mz fre only: 
7 0 variety; or, by firiking- the ſence with a diſproportionate found, to beget A greater attention to that 
nich follows; to the hearing whereof we are dran on (as it vere) by a neceſsary expectation . 

This vinding | or bringing a D grord off, is always beſt effected by changing from thence into ſome 
imperfect” Concord, to Mich more ſweetneſs ſcems to be added by the D. vere, fonnding before "9 


And here you have he Reaſon why | 11 Seb, al, 6%. do. not admit. of  Spneopation or [Bindings with their 


d * 


— 


| \ | * 8 e | 8 r 41 
e Dy ee becauſe a 7: palkes 7 more vieaſingh "FAY A en. ky le An 25 in A Seh. or 3 Aud 
as for a 65h. though it Bind well enongh with a 6h. (as you did fon in ſome of the foregoing Examples yet 
vith A * it will not Bind ſo wel, becatſe a 4. paſses more properly into = 84. 

_ Theſe little windings and bindings with Di cords and * concord after them, do very mnch delight 
the Ear: yet do not ſatiſfy it, but bold K. in ſnſpence (as it vere) until they come to a perfect Concord where 
(as at 4 Period) we underſtand the ſenge of chat which went before. 
Nov, in paſsing from Dr ſora to Imperfect Coneords, we commonly remove to * which 1s neareſt, rather | 
than 40 one that 1s more remote; which Rule bold: good alſo in paſsing from Impe rfect Concord, to thole 
chat are more Perfect. | 3 * 8 8 | DN : 


8 6, ,9/ DISCORDS. | VOTE) aqui? VOTE, 


| L'THOUGH, we kv mentioned by two ways. in which Dt ford are allowed; that 1s in Diminution, and Sy 
- copation; yet ve find à third ways, wherein skilfal Compoſers do often uſe them: hich is, by ſetting Note 
for Note of che fame quantity one” againſt another. And though it be againſt the Common Rules of 


; Compoſition yet, being done vith * and deſign, it may be ranked amongſt the Elegances of Fi 

gu rate Muſe. X | | 
The prime or chief of 33 for their als "ond exrellency in e are a Tritone and a Semidiapente, 
7 that 1s, the Greater or Ereqhore 40 and the Liver or De efective Sch Which according to the Scale, re 
ve have no other diviſions or Ain than Semitones or Half — Notes, ſeem to be the ſame Interval, a 


. to proportion of ſound, either of them conſiſting of ſix Semitones, but their appearance in practice is, 
oe of... them as a 4)” the other” "like 4 Gh, which, it 3 one above the. other compleat the com 
-paſs of An Octave, in manner following. | 


WW IS %Y oP 


42 e | 
Semidrapente 
Tritone. 


2 


Treilone. 


| Semidr, 2 — 
Ts 4 3 8 e 


Their uſe in Figurate Diſtant is very frequent both in Spnoopation and Note againſt Note, as in Coun - 
- terpoint. The Trion paſses naturally into a 6th, the Semidinpente into a 3d. thus: ä — 


Tritone. Semidiqpente. The Parts or Sounds which they ue require to * Joined with them, "Ei 


in Binding - or without it; are A ſreond above the loweſt Note of the Trizone; and 
a ſecond. above the higheſt Note of the Semidiapente; which makes, that- 6th. \ we 


| mentioned peg agn neceſrary to be Joined with. an Inpe fret 60h 
Tritone. Semidiapente. 


on 8 6. N CORDS 111 double TRANSITION. 
= 2 


Sitio by degrees” to Tome other concord: 


T 3 TO. | | Theſe, Tranfitions or Break ings are commonly expreſied in Quaners or 


K | Croteberss ſometimes (thongh feldom) in Mintms - The n. I = gon rere 


ſet for the {Tre bie, but may be applied to the Baſs" 2110. or to amy other Part. 


Nov, if. the Bys aud an upper Part, do both make a * Tranſition at the ſame time, in Notes of ths "I 


quantiyy, and in coutrary motion, which is their, uſual Paſzage; there: muſt (of ueceſtity) be an enconute: 


of D iſeords, while either Part proceeds by degrees towards its deſigned. Concord. And thereſars - in uch A 


-Paſsage Diſcords no doubt may be allowed Note againſt n . 


1 6 I I Shewed you formerly (pa5:8235)how a Note i is 8 broke to make a Tres 


rem enen od LE | 


x39 B946 8 $946 8 395 68 39734 38 
414 — E= f — === 
; bed theſe ith digent upon m dhe Rule of. Breaki ng and Tratjition » chere may be other ways ESA 
a Milful Compoſer 1 vith deſign fet. A Diſtord » for «hich no general Rule is to be given aud therefore, 
not. to be exhibited to a Beginner; there being Aa great difference bevo den that which is done with Judgment an 
Deſign, 55 that which 1 is committed by overſight. or. ignorance, Again,, many things may | be allowed 1 in r aud 
Crotebbcts (ﬆ 1 in the Examples I have Chew) vhich would not bo: ſa allowable i in Minins or Semibreves. N 42 
—1 told you before that D: cord are beſt brought off When they paſs into Imperfect concord which is tru, 
Doctrine, end ought to be obſerved (as much as may be) in long Nores and Spncopation: Brit in Chart Now, 


a Diminution, we are not fo ſtrictly. obliged to obſervance of that Rule; Neither cau ve Aſcend or 
'veſcend by degrees to x gt or to an 8 . but à 1 will come 3 the one, — 7 before the « other. 


| Again. A 75h. properly. bits into a 


-ths 
5 when the Parts meet in contrary 


Motion, as may be ſeen in the Example 


before. vou. 


lere you le two che. both Parts Deſcending, between the 800 and higheſt Treble; not by overſight, but ſet wich Deſign. 


3-5 


7 


$ 7. O Relalion I. * HA RMONITCAL. 


\ FTER this. piſcourſ e of Ng ros, I think it very Las at to ſay ſomething concerning Relation teen 
| which I before have only guft mentioned. | * b l 8 25 I 


7 


Relation or Reſpect, or Reference Inbaruonicùt, is n harſh Reflection of Flat WAY Natural, or - Sharp. A - 


—— — «. 


. 


| - gainſt Flat, or Natural againſt. Nui ra! in a croſs From; that is, aha * preſent Noe of one Part, compared 
with the foregoing Vote of another Part, produces ſonie harſh and diſplesſing . Examples of it are f uch 
as follow: 15 | A | s | "ESC 9 9 e- 
| 4 4 | | 


The firſt Note of the Tre ble 1s in  Enatural; which confidered 
(crofs ways) with the ſecond Note of the Bays in E lat eget thoSound 


"of a Leher Second, which is a Dr/tord. The ſecond Example is the ſame De 
a ſcending 8 | wh 5 55 * 
| The third Example, comparing; ® natural in the Baſs, with B flat in the Notts produces « A falſe mA which 
is allo a Drord. The like may be ſaid of the fourth Example. way N 
| The Firſt Note of the Baſs in the fifth Example ſtands. in B flat; which compared «idk 1 laſt Note of, the 
Treble, iu E natural, produces the ſound of a Tritone or Greater Ab, which is alſo a harſh 5. {oprd- * | 
Though theſe croſs Relations ſound not both together, * they leave a harſhneſs 1 in dhe | Hors which ſhonld 
be avoided; N. W in Compyſition of fes R a ; 
| Ant Jen muſt know, that this croſs . of Flat oft Natural 


doe not always produce Relation Inharmonical . 


— 
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For it i 1s both uſual and proper for the upper Part to "EI "Ng u 
10 natural chen the Baſs Falls a e 84.5 you les in the firſt and fecond 


+ +5 
Bars of this Example. Alſo that reflection of F/barp TE t B Heb; in the third Bar, which produces the found of a Le 
4” is not Relation Inhdarmonical. The reaſon of which yort ſhall preſently have. But firſt I "vill give yon a leader 


Inſtance therof, by comparing it with another 4" Aa. againſt Sharp croſs vn. that your own Ear may better qudg. 
what is, and: what is, not; Relation Inbarmontical. | 


Good. Good. Bad. Bad The firſt two Inſtuon ſhew a "Ra of F ſharp in the Baſs, againſt B 


— flat in the Treble, which begets the found of a Loher + h. and is ver] good 
Ex & Harmonicat. Inbarmonicat. and «ſacl in Compoſition. The other two Inſtances are F natural in the 
2 Baſs, againſt B«natural in the Treble, which _—_ a Grea/er or Eree/>:w'e 


4 @ very harſh Relation. And here (by the way) you may obſerve three different 4 in Practical Mufic, 4/*+ 
8 From F ſharp to B Ha, upward;2. From F natural to B flat; and 3. From F natural to B natural, thus exemplified. 
5 = As to the reaſon, why F ſharp «gainſt B. Flat doth not produce Relation Ir 


* i... 


- Leger 4 Perfect AHGreater 4 mical, we are to conſider the . of its Interval; vhich( indeed) belongs ra: 
: ther to the Theory of Mu/c: for though the Ear informs a Practical Compoſer, what ſounds are harſh or plea- 
; ſing it is the ſpeculative Part that couſiders the Reaſon why ſuch or ſuch Intervals make thoſe ſounds which 
L pleaſs/ or diſpleaſe the Ear. | 2 


5 


But we will reduce this buſineſs of the Leher 4 into Practice; that thereby we may give a reaſon to a 


agate, © 


Practical Muſician why it falls not under Relation Inbarmonical. To which purpole we will examine it accor- 


a= coded; 


ding to our common Scale of Muſic, and there we ſhall find it to conſiſt of no more than four Semr/ones 


or Ha,, Noſes; which 1s the very ſame number chat makes a Drilone or Greater 34. The Example that follows 


will render it more plain, * 


, ” \ 


ks ©. h | 
h. ; ” 
Lene 4 Greater 34d. | 
of . "oa wry rn | Now I will ſuppoſe that no N Muſician . will ſay 
f "= — that the two Terms of a Greater 3%: have any harſh Rel ati - 


zon one to the other; which being granted, doth alſo exempt the other(being the like Interval) from Relation 

Inbarnon ical, though in appearance it be a 4” and hath a flat againſt [bay in croſs reflection. = 
. By this you may percieve that diſtances in the Scale, are not always the ſame in ſound, * oma they ſeem ; | p 
to the light. To illuſtrate this a little further, ve will add à Lqaer 8% to the former Lefier 4 h. which in appear | 


auce wil make a Ne; 6 for ſo the degrees in the Scale will exhibit it in the manner following. = : 
&* a 


: P But this 6b. in ſight, 1s no more in found than a en "which 1 
== _ ve may demonſtrate by the Scale itſelf: For, if ve remove each Term =o 
A b pans: lower (which maſt needs keep them ſtill Ln the ſame diſtance ) ve ſhall find the 60h. chauged ito | 
iin ſight as well as ſound; and che Lefser 4” likewiſe changed into a 4" 6* _ —— 6%: 
Greater 3% as yout may ſee in the Example. EO: — 2. = | 1 
| And if ve remove the latter three Notes again, and ſet them a Semilone higher by adding a ſharp to [{ 
| each Note, as follows; that which in the firſt Inſtance was 5 Flat, is now become C {harp; and likewiſe B | 
| fla! now chauged 8 | This removing. of the concord a Semitone higher or lower, as alſo _ 
: into A ſharp. -. the changing them into Keys which have no affinity with the Cardi- | 


in the Concords, as though our Strings were ont of Tune when we play upon_Inſtriuments which have 
fixed Sieb or Free: And this alſo happens among the Keys of Ha ſico rd, and Organs, the reaſon where. 
| -of i is, the. Inequality of Tones and Semitones; either of them having their Major and Minor; which onr 


* 


5 nal (or Priucipal) Key upon which the Air of the Muſe depends; does many times caliſe an Untunableneſs' 
| 


© w4 + * 


common l doth not diſtingniſh. And this * ahi ſome to r againſt the Sale itſelf. a8 « thong 


Hig were defective. Concerning which 1 vill preſume no further than the delivering of my oon opinion: to 
which purpoſe I muſt. firſt ſay ſomething, 


S 8. (Of ae aufe SCALES 9 * of MUSIC. 


Pr Three Scales are theſe . 1. Scale Diatonica- 2. Scala Cromatica. 3. Scala Enharmonica. The Digtonie Scale, 
is that which riſes to à 5 by three Tones and a Semitone; und from thence to the , by tuo Toes. 


aud one Senitone: which Semitone; 1s denoted in both places by Fa; as 1 fhesed in the begiuning of this. 
Treatiſe, Zth. 4th. | 


Ex 8 1 — | This is (in effect) the Old Gree/an Scale, conſiſting of 8 „ 
ts "Sa Fa. or 4. extending to a double Octave which Guido Aretenus, a Monk of I | 
IT . Order (about the year of our Lord 960 ) changed into the form in which it now is; ſet=. 


ung this dect letter T ( Gamma at the boom of it, to acknowledge Lrom whence he No it: ; and This 


kor its general uſe) i is now called the Common Scale of Mu ie. $f: WO 
The Cromatic Scale riſes to a 65. by = Tone and five Semitones; and from thence procecte to an 8 by fiv ive 
Semitones more. $6.7 41 5 ? : 92 * wg. os: - 8 
B. * i 2 g = I Some perhaps” may find fault yith this Example of the 
2 3 a h — Cromatic Scale, ns being not the' uſual way of f etting it da dern 


but 1. thought it the beſt Inſtance I could give a Leaner of it, as to its nfe in Practical Mie in which 
it 1s fo ONT mixed vith the Dia tonie Seals, that the b and 2 formerly. belonged F 


"© p ** d Fs 7 14 


1 only, b now St the names of Chronatio THR * their frequent application to Notes in all Places 
bf the=Seale: and the Muſic. which" moves much i in Senitones or Half —Notrs is commonly called ChromatieMi;i 
And from hence it Is that an Sewer 1s divided irito twelve Semitones. 7 — | 
„The Enharmonie Scale riſes gradnally by Dieſes (marked thus x) or A of which twenty 
teur Da. np an Octave: and is ſo far out of ufe, that ve ſcarce know how to give an Example of 


* 


8 Theſs who endespour it, Tet it down in this manner. ; 
But, as to its ufe, i in Practical Migſie, I am yet to ſeek. For 1 do rot 


— — chice os. A natural Voice can Aſcend or Deſcend by ſuch Minute de 


— — £- 


4 prees, aud hit them right - in Tune. Neither 9.5 I ſes ho Sy ncepes or Bindings with Diſcords (which . 


che chief ornaments of Compoſition) can be performed-by Quarier = Notes. or, how the Concord) (by themes: 


be removed from Key to Key, without. munch, trouble and contutins. vas theſs reaſons I am y low 


io believe that any good Muſic (eſpecially of many Parts) can be compoſed by Quarier = Notes, 1 


thongh I* hear ſome talk much of it. 
*. . one place there is, where 1 conceive a Quarter-— Nele might 80 inſtead of n Semitone; 


which is, in the Binding! Cadence of the Greater 3% and That, commonly, 1s covered or drowtied el: 


ther by. the Tr.“ of” "the Voice or "Shake of © the Finger. 
Bf forts fancy, that as the Diatonie Scale, i is made more elegant by a Mixture of the” 45 


natie; fo lik wiſe it waht, be buttered by help of the Enharmonic Scale in ſuch. places ee wol. 


little Diſsonances occrrry. | 
1 dont Gong but that . the abs of the Keys. in Hemficord and ene may be afef ul! iu ſome Cale es, 


* 


Pd 


| | | | _—_ | 4 
fy the! Fevetning of: tuch Di d a mey hopper” in | thofe 3 But I 1 . not conceive that Foc 
Rnharmonio Scale is therein concerned; ſreinig thoſe D; Jronances, are ſometimes more, ſometimes leſs, arid 
ſeldom that any of them can hit preciſely. the. Quartes,, of a Note. EIS 

Nov, ns to my Opinion concerning our common Fate of Muſic; taking it vith its mixture of 
the Chromatic; I think it lies not in the vit of Man to frame n better, as ta. all” Inten- and 
Purpoſes for Practical Muſic. And, ns for thoſe little DiNonances (for o I call a for want of a 
better Word to expreſs them) the fault is not in the Scale, whoſe Office' and Deſign” is nv mere 
than to "Janote the Diſtances of the Concords aud Diſeords, according to the Lines _and Spaces of which it 
toms pt; and to ſhew by what Degrees of Tones and Sen itones à Voice may riſe or fall.” 

In Vocal Muſic thoſe DiRonances are mot. percieved, neither do they occur in bile, which 
hrs no Frets, as Violins and Wind Inſtruments, where the Sound is modulated by the touch of the 
Finger, but in ſuch only as have fixed Stops or Frets; which being placed and fitted for the moſt n- 
tua! Keys in the Scale, ſeem out of Order when we change to Keys lefs nſnal; and that (as I ſaid)happen: 
5 reaſon of the inequality of Tones and Semitones, eſpecially of the latter. ä 
opinion, And though 1t belong: more properly to the Mathematt : Part of Muſic, yet (happily) a prac : 
tical Explication thereof, may ive ſome ; Satifaction to a practical Muſician, when he ſees and 


= 


"Yolicerning which, T Chall (with Submiſs1on to better Iudgments )adventure to deliver my own Sence and 


underſtands the Reaſon. 


8 9. Of Greater ard ßer SEMITONES. 


Pins. you muſt know, that Sounds have their F as well as Numbers. 
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8 D 
5 Thoſe 8 may be explained by u Live: divided into 2, 3, 4. * or more equal Parts. We 
will fnppoſe that Line to be the String of a Violoncello or Violin. Take which String you pleaſe, ſo it be 
true: but the ſmalleſt will anſwer the purpoſe beſt. WT, | 
| Divide the Siring or Line A, from, the Nut to Ihe ln into two equal Parts; ſtop it in the middle 
at Ca] and? vou vill hear the Sound of an Octave, if you compare it vith the Sound of the. open String. This 
fore a Diapaſon is ſ aid to be in dupla (or double) Proportion to its Oc/ave. ; _ 
Next divide the Serving into three equal parts; and ſtop that part next the Nut (which vill "E at 


lie rightly placed) compare n thereof with the open Sing, and you will hear the difference 
to be a Sil. Thence is a Sch. faid to be Seſquialtera Proportion; this is, as 2 is to 3. — 


Again, divide vour String into four equal Parts; ſtop that Part next the Nut (which «ill 1. at 
„Ihn von have a 4" to the open String. Therefore a 25 is ſaid to be Squitertia Proportion, as 3 
is to b. By theſe vou may concieve the reſti tovards the Nu 7 


* 


* If yort IE me concerning the other half of the String eon the middle to "the Bridge; * wel. of. 


that balf ak. another Octave; and ſo every middle one. after another. 


Af. 


3? will now come A little nearer to our buſineſs of the Sen ſtoneiſ To . purpoſe ve muft divide 


a. 


the Octave ſelf. into equal Parts. Firſt in the middle; «hich will fall upon [cJExamine the Sound from 


— — _—_ _ — 
n r _——— ̃ — 


to lehich 1 is an Octave to the open String) nnd; yon will find it to be a 6: Top the other half which, 
is tosarde the ae; and you vill hear it iz but a 45h. Ri * | 
Net, divide that Gh which 1s from [a] to [e] into equal Parts; [OTE you «il find that half PLEA [4] | 


ll . 
gerd: the Bridge, to be Cy Greater 8% and the other half out. the Nut, to be her 34. 


* Then divide that Greater _— into two equal Parts, at [oJand you will hve a Greiter and Lier Tone. eli. 
divide the Greater, Tone (which 1 is that half next the Bridge) imo two equal Parts, at Lk land Jou have A Greater 


* 1 


d a my Semitone; the Greater being always that half which 1 is neareſt the Bridge. Ar ny | 
be Ky et | - 1 
ont; P 5 7 2 | 1 
oy” 2 | 75 — S | t bs * 5 
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r this you may percieve that all our Muſical Inte rwats arife from the Div: iſion of a Line or String into e | 

1 4 Parts; and that _ thoſe equal Parts do {till — unequal Sounds. And this is the very reaſon that 1 
Tave Greater and Lefrer®Semitones . | | x NYE. [ 
" Therenpon, i is a Tone, or whole Note (as ve term it) divided into nine Particles, called con nas fire of which 1 

are aſsigned to che Greater Semitoric; and four to the LSB. The difference Between them is called Apotomia;which 1 

ſignifies a eutting off. Some Authors call the Greater Semitone, Apolo me: that 1s Uſnppoſe) becanſe it includes 

the odd Comme which makes that Apotame. Thus F Jou ſee a Tone or Note divided into a Greater and Lever Hal x 

but how to divide it into two, equal Ha, I never ſaw determined. | . i 
The famous Kircher in his learned fad. elaborate e dus ve ul, D 103, treating of the aathe- | 1 

maticsl Part of Muſic (shich he handles more clearly and largely than any Authèr (1 think) that ever wrote 

upon that Subyect)doth ſhew us the Type of a Tone cut in the middle, by dividing the middle Comma into 


32 


two Schi fa. But that Comma (being divided | Arithmoticall) mall: bv its Greater end- Le er Hal, I 65 * o Sound ) as 
vell as ary greater, In/crva! fo divided. 


© The neareſt Tuſth tance, I can give. your ef: a Sand pirted in the e an Octave divided into a True, 


arrd a Semidiapentts either of them conf ifting of ſix Setitonesy as I ſhexed r * ſome little — 
in their Rations or Ha bit udes. | 


* 


1 "ill give yon yet a clearer Inſtance, he's which you may ſee chat different Sound: vill ariſe from one ppift lon 
of a Line or String into equal Parts, to which purpoſe, dividethat Gb. ich is from the Nut to [g]into two equal Parts, 
with a pair of Compaſses (the middle whereof will hit upon lo lif it be not placed with ſome abatement, for the reaſons 
before OY you 8 the ſame wideneſs of the comes which divided the 63 in ths —— - 


cus. 5 N 
| | | we p 3 # N 
2 ©] 


>, 


_ 


— — — 


„ | = 
. But as you cannot t conveniently hear the Sound of that gb. it Sales: 4 near the Bridge; take the * 
neſs of the N the Nut to [m] and your vill find. that the + ſame ridenefs which makes a Gh.. *doth ne 0 
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By this you may percieye that every TY” delten of 1 
Line or 80 renz doth ſtill produce « a greater Interval of ſound 


b + 


12 | | 


. 
— 


4 52 
as it it approaches 1 nearer to the Bridge: Aud 65 what has been Showny1 ſuppoſe von ſee not ouly the reaſon, but 


neceſrity of Greater and Lefser Semitones. Our next buſineſs i is to: examine. . 5 


S 10, Where theſe Greater and Laber, NTUNE ange tn the SCALE. csc. 


7 \'HIS depends upon the Key in which a Song 1 is fat, and upon the eiten of its FLY into the Greater und L 


gd. 'and the plaoing of theſe which determine whether the *7 be /lat or ha as hath been ſhes 11 We will f wor! e 
the Key to be in 6. 


* . . I 
\. a *- 9 


The Diaronie Scale hath only two laces in ah Octave, in which > Semdtane wha, place. One is in 110 ing to the A the . 
in riff ing from thence to the gland theſe two Places are known by the Noe Fa, as formerly ſhewn. Theſe two Sounds denoted 
by Fa, are always the Leer Senitone from that degree which 1s nont under them. So that from 4 to B Flat, is a Life) 
Semi/one; and between B flat and B natural (which makes the difference of the Lover and Greater Di (or onght. to be)al - 
ways the Greater Semitone. The like may be nnderſtood of the higher Fa. 


I know that ſome Authors place the Greater Semitone from A. to B flat, and the Leier betneen B flat f B na- 
tural; but. L adhere to the other Opinion, as the more rational to my underſtanding. | | 755 


—_ By this For lee where the Greater and Leher Semitones take place 1 in the Diatonic Scale, We vill nos, caſt dur Eye 
npam chem as they riſe in the Chromatic; according to the Example I gave you of jt. In which the Greater and Le r 


* 
Half=Notes follow each other ſncceſsively, and are denoted by two Letters;/ for Lggen and for Greates. 
r 


— e A mmm 
fy — SISA EEE ESE 
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Now, if we ſhonld remove this E xample aSem itone higher or low 


= er; the Le/er Semiiones wonld fall in the places of the Greater; and 
contrarily the Greater in the places of the Len «hich ä 1s the chief canſe - of thoſe little Buhre, 
ahich ootifjoned this Diſcourſe. | 


LYoiir beſt way to avoid them, 1s, to ſet your Muſic i in the afical and moſt TT: Krys of the Scale. | 


A | 
e. 7 2 Fa. 2 Laudine. . * Mo 22 e che, 2 a 
S 1. Waoat es mann 4 mrouRArs DESC. 


ili, | 


* 


e 
IGURATE De/eant 1s that wherein Ofſtords are concerned as well as FITS And, as we „ae Plain D 
-can/ (in which was taught the Uſe of concordi) The Ground Work or Grammer of Muſical Compoſition, fo we 
may properly name This, the Ornament or Rhetorical Part of My/ic. For in this, are introduced all the 


| Varieties of Pornts, Fuges, Spneopes or Bindings, Divertiſy of Meaſures, Intermixtures of diſcording Sonnds; r 
what elſe Art and Fancy can exhibit; which, as different Blowers and Figures, ſet forth and adorn the Camps - 
=ſttton; whence it is named Melothe/ſa florida vel figurata, Florid or Fignrate: Deſcant . TOR 


S 2. M the EREEK MOODS, anttLATIN TONES. 


B EFORE xe treat of Figurate Deſeant, T' muſt not omit to f ay: ſomething concerning the Moods and tan 
Not ſo much for any great Uſe we have of them, as to let you know what is meant by them; and- 
that 1 might not appear ſingular; for you ſhall . meet with any Author that has vrit of Vel. but 


— 


+ --” 


you will read ſomething concerning them. | 
The Moods we mentioned in the firſt Part ak this Treatife, vere in reference to Notes, awd Meaſwire 


at: Time. Theſe are concerning Tune. 


TIE | 66 
That which dh Greeians called Mode or Mood, the Latins termed Tone or Tune; The Deſign of either was, to 
1 in what Kep a Song was ſet, and which. Keys had affinity one with another. The Greeks diſtinguiſhed i 
Mood's by the names of their 0 as Dorick, in. Io nel, Phrygian, Kc: The Latins reduced theirs toeigh! 
plain Song Tunes; and thoſe vere ſet if the Tenor; ſo called, becanſe it was the Holding Part to > hich they 
«pplied their gra n-. | ä 
Theſe Plain Songs did ſeldom exceed hs Compaſ's of ſix ** or Degrees of Sound, and e Ut 
and Re (ﬆ I Luppoſe) were applied to "the two loweſt, that each Degree might have a diſtinct Name; other ways. | 
\ four Names, as ve now ue, vs. IG, Fa, Sol, La, had been both more eaſy, and more Criitakle- to the ancient 


8 


Scale, which conſiſted of Terrachord, or 4 two of which made up the Compaſs of an Octave, | 

From theſe ſix Notes, Tr, Re, Mi, Fa, Sol, La, aroſe three Properties of Singing; which they ad” B | 
radio, B molle, aud P rope rehant or natural B guadro, was -when they Snng Mi. in B; that Clif (the Tenor) being 
then made of a Tquare Form thus, = and cet at the beginning of the Lines, as we now let ſome one 
of the other three Clifs, B molle was when. * lung Fa in B. Properchant vas bein their U! was appl1- 
1 to ci fo that their ſix Notes. did not reach ſs high as to torich B either Flat or natural. But in our 


; nodern Myy/ve, ve — n tuch thing as / bees every Song being of its own nature, either 
flarr or Sharp: and that determined(not by B's flat or natural, but) by the Greater or Luer 84 being Joi: 
ned next to the Key in thich any Song is ſet. 32 | F . —— 


1 * | * 6 | 


* 


| res ' Theſe Moods or Tones had yet another diſtinction; and ies.” was Authentie, e or Plagal. This Sade up: 


3 


on dividing the Octave into Its 6b: and 40 Authentic was " when: the 60h. ſtood in the lover place, accord 1; 2 


- go © | 
Fo 


36 
to the Harmonical - Keilion of an Octave. Plagal, vas Shaw the Gch. poſseſt the upper olacs, according to the 
FT? 
rühmen diviſion thereof. | | | 
Authentic. — Many Volumes have been wrote” "about | theſe Moods or Tones con 


Ex. — — Area cerning their nfe, their nuphges. nature and affinity. one with ano 
ther; and yet ** buſineſs left imperfect or obſcure, as to any cer Le for regulating the Key and 


TO — 


A:r of the Muſic, though one of the greateſt concerns of My ical Compoſition. | 
Mr Morley (upon this Subject) in his Introduction to Muſic pag. 149. his Scholar 5 45 this Wer, 
ITave pou no general Rule to be given for an Inſtruction for keeping of . the Rey? aulwers, No % for it muſt pro- 
coed only of the judgment of the Compoſer; yee (Faith he) abe Church -men 'For keeping of their Keys, have deviſed 
eerlain Notes commonly called the eight Tunes, Ke. of which he only gives Examples, s and o leaves the Buſineſs. 
and no marvel they could give no certain Rule fo long as they took their fight from the. Tenor; in which 
cale- it miſt of necelſsity be left to the judgment of the Compoſer or singer of Defeant, what 3455 he 
will apply to it. But, a. to the Method formerly delivered in this Treatiſe, where ve make the Boſs 
the foundation of the Harmony, upon which the Key ſolely depends; as alſo the; other Keys which” have 
effinity therevith, the buſineſs 1s reduced to a certain Rule, both-plain and eaſ'y (ſee P. 22. Concerning the 
Key. or Tone) And though in Figurate Dgſcant: ve often have occaſion to apply under-Notes to an upper 
Part, as you will ſee hereafter, yet the whole conFact of the Compoſition, as to the Key arid middle Cloſes 
thereto, belonging, i the very ſame, and therefore td * 0 obſerved, according to .what ve there delivered. | 
1 give you this brief account of the Moods 'and. Tones, that von might not he wholly ignorant of 
any" thing that * to Muſic: To which purpoſe I have; contrived this, little Table: * out of ſuch 


' 
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Cathors. as Amber tvelve Tones or. "Tunes anIwerable 1 to the Grecian Moods; %. fi Authentic, and ſix Plag al. 


-- 


©. 


D 


1 -guiſhed by the Fart Hypo. 


Aus bentie. 
51 Doric 2 | Hypo- Dortc 
E | 3] Phrygian 4 Hypo-Phrygian 
＋ . Lydian | 6 Hypo-Lyd ian 
6 | 7 | Miro! [pdian 8 Hypo-M ixolydran | 
14 9 Tolian Hypo -Xolran 
en Tone eee | 
5 PS, ; 77 . "= | 


one or Mood Higned 4 it; ka 


The firſt Column ſhews the Keys in the Scale of Muſic, to- 
which thoſe. Tones and Moods are aſvigned. The ſecond, expreſs: 
zes the order of the Authentic Tones: known by their odd Num 


=bers; as 1, 3, 6, &c. The third Column contains the names of che 


Grecian Authentic Moods. The fourth ſhewn the Plagal Tones;know! 


alyays by their even. numbers; as. 2, 4, 6, &c. The laſt or fifth 


Column contains the names of the Grecian Plagal Moods; difti tin - 


T 
* 


t from . any - 


Where you may obſer xe. chat B 21, fn ex. 


* A 


le SPY 4 an inpayie S. thoretd- x BFa, 15 Become y Key or Year 


o much i in uſo, efpecially in Muſic. compoſed for Inſtriments. CE a RE te Ti 
D But, as ve read ſtrange and marvellous things of the various affections 5 different affects of the 


Grecian Moods; we may very probably conjecture thatfit proceeded chiefly from their having Moods of diffe 


rerent meaſure joined vich chem; which, ve find. by experience, makes that vaſt difference between 1.ight 


nd Grave Mute; though both ſet in the ſame Key. and conſequently. the ſame Mood or Tone. 


"Rr 


F 


| $ A "FIGURATE MUSIC tn general. 425 ENG wY 
IGURATE ee that wherein D: cords are concerned as vell (thongh not o mich) as Con 
-e0rds. You have already been tanght. the uſe of both 1 in Compoſition; and Theſe are. .the Two Material: 


.C 


which muſt ſerve volt for the raiſing of all, Structures: in Figurate Muſic. 


58 5 — 5 
b „ give you Models at large, of all thoſe ſeveral Structures, «ite; to write a great. Volume, not a 


conpendi. um. It vill be Cfficient that J let yon ſee the Form of Figu rale Deſea nt; and that 1 give you ſome 


| ſhort Examples of ſuch things | as Are of moſt uſe; vith. Inſtructions (ſo plain as I can) for their Contrizauce 


We vill begin, with ſetting a B tou Treble, as ve formerly did vith making A Treble te n Baſh. 


$ 4. How t jet a BASS to a TREBLE.” 3 


| 1 N this yon muſt reckon your Concords from the Treble downwards ns in the other you did from the Ba/'s 
npvard; which is but the ſame thing 11 bot for,. a 25 Sb. th. and . are {till the 1 whether you. 


reckon them upward. or downward. 


- 


* 


* 


* 


But, whereas in plain” Counterpoint,1 ordered the Ba/* to move . the moſt Part by leaps of a 84. 


e h. Kc. Chic indeed is ilie noſi proper movement of the Ba/% in that kind of Compoſition)here your. miiſt 


know, that in Figurate Deſcant, thoſe Loops. s are frequently changed or broken: into 8 as ö may 
* je ve by this. Px | . : 


== == as oceallon f hell require. 


1 E ———— ö . Only take Notice that if (in theſe Breakings) the Parts Af: 


And therefore your” may uſe either the one or the other, 


* 


— -cend or Deſcend, together” by degrees, 1 it muſt be ther in. 
3% or G If they = move contrary by e is, one riſing, the other. falling)yorr may paſs throngh 25 
-eqrds as well as Concords, according to. what I ſhewed of Diſcords Note againſt. Note. For the reſt I refer you 


to the Principles formerly delivered in . e . tvo Parts. e your 7 Treble ange to hold ont 


any long Note, you may let the Boſs during the time, paſs on from one Imperfect Concord to another; as fron 


Ex 3 


— 


39 


434. % a 6 or the rer The ſame may be under ſtood of the, Treble, when the 8475, holds ont a Note . 


Alſo your Conpelition vill be more neat, ir yon can 80 


owe formality in your Ba/s, by Imitating and. auf vering. the 
Notes of the Treble in uch places, as will admit it . | 


We will no Cuppole a Treble make by ſome other perien 


as indeed, the folloving one was,(made by a Perſon of Quality) and gi en me to ſet n Baſs to it. 


_ 


by Degrees, In this, you may uſe what Leaps you pleaſe, ſo they be eiry and regular. 


5 OY, 

| as 4 . — 
. : : : | 
of a Baſs | nem cnc — JF 

e 3 5 be OY 6%. 28 : 
nade to a 2 2 a 2 . 
Ireble. 2 : 

AS . . i Here von fee the 50 till Lak vering _ imitating 

the rede near As the-Rnles of Compoſition will parent) 
8 e NG? = ex 3 — [{ometimes iu the oc ace. as yon ſee in moſt Part of the firſt 


Strain; and femmes in other diſtances, xs youl obſerve in 


the beginning of the ſecond Strain; but ſtall keeping cloſe to the Rules of Compoſition, which maſt be 
chiefly ! This is as much as 1 think neceſsary for ſetting a Ba to n Treble. 
Ry this you may percieve hos different The Form aud Movement of the Parts in Figurale Dejeant, 


is fram that of plain Counterpaint: For, in That, the natural paſsage of e Treble is, for the moſt part 


— — IT 8 


'S C. How PARTS pajs through 0 one PO Ta „ + 
GAIN, in esel each part does ordinarily move within its own Sphere. In Fig uiate Dgſeant, the Patts 


frequently. mix and paſ's through one another: Inſomuch, that if there are two Tyebles, vou ſhall have 


ſometimes This, ſometimes. That, above or below, as the following Example. cheus. Le 7 g h 
8 hs The like may be underſtood of the Inner Parts; or of the 
< "== | Baſes, when the Compoſition is deſigned for two. Vet the high: 
bv; | et Part for the time being 1 is ſtill to be reckoned the Treble: 


and the loveſt Part, whatever it be, We that time) the 7 
* to all the parts that ſtand above it. $5 * 


— In Counterpoint 1 adviſed yor to Joins ; your upper Parts 
ſo cloſe together, that no . part -conld be put in amongſt them: in Figure Muſic (eſpecially for In- 


-frrement;Ythe Rule 1s not ſo ſtrickly obſerved; birt each Part. . moves according to the Com: 
:pals of the Voice or Inftrumemt for which it is intended. But” the Principles of. Compoſition, as the chnſing, 
ordering, and placing of the Concords, are the very fame ve delivered in plam Counterpoint: that is to 

ſay, In two or three Parts you are to avoid 85 except in ſuch places as there mentioned: In Four: vs 


more Parts you are os Ciſpoſe thoſe Parts into foreral. 2 88 as mit ch as ort can vith convenience 


Sp 


| $ 6. Concerning the CONSECUTION of Poecis ” 2 eue, hind, was of aber Dytullavances in COM POSITION. i 
123 D you I. that Perfects: of the ſame kind, as two Sehe. or Io gYY * riſing or falling together, nere 
not allowed in Compoſition Alſo Page22.1 fhewed ſome other palsages not allowed 1 in few (that is to lav in 


two or three ) Parts. Here I vill give you the reaſon why ſuch. paſzages are not pleaſing i iir Mie: Aud by 


OE EG. | F e EIT 
"firſt concerning. the Conſecution. of Gb.: and ; | © 


0 a 
8 2 


y 


7 


Theſe two are, called Perfect Coneords not 4 Leafy their Sound 1s more e ber more perfect 
I fixed) than 4 of. the other Confonants which are ſubordinate, to them; but alſo, becanſe they ariſe from 
ths firſt two Proportions that are fonnd 1 111 Numbers, V/Z. an gt, From Dupla, and A Gb. from en 


— 


233 


vas ſhewn pag. 305 31. 4 e 75 


Nov, as to the. Diſal[owance of Sas following one another of the Calne kind;you may tüv. that. 


2 * 
* 
— — — — — 


our Senſes are Ctill delighted with variety as our Sight, our Taſte. &. The very "ſame 1s our Ear; for, no man. 
that. hath ſkill i in My/ic, can hear two perfect the. or She between the ſame Parts, riſing or falling together; 


dit M. Ear will, be Aiſploaſed. vith the aft of them; becanſe he Ro" in "pines theredf » e >| 
+ other” Concord. © 9 ̃ We 8 ROE — 


A . - ' 
1 7 ; FA 


e This Reaſon TN the 88 of Scha and gi ow admitted, ve will proceed to the. ther. 

| Difallowauces; which, ripamdris examination, ve Thall find to alife front the very ſame conſeqmence. SLES oF 
A auderſtand this better; you mnſt h nov, Firſt, that every Diſallowance ends either in mn 8% 5 
in 4 Sch. {by theſe 1 mean their Octaves) Secondly, that a Diſallowance 1s | pommonly canſed by both” Pa 75 
Parts moving the fame way. Thirdly, that every leap in Muſic implies' A Tranfitiou by Degrees, from the 
kormer to tlie latter Note, by which the Leap is formed. Laſtly, that thoſe implicit Degrees, (hy reafon of -* 


both Parts' mo; the- 3 5 N do . produce A Conſrontion' of gli not more) Potfocts of che 
bene kind.” 1 | »7 CE” „„ 2 


* * ; * PL | 4 * * \ 


* 


11 
1 
£4 


tits bene to hat Tſheved gag 3233.0f break ing @ Note, as you ſee 1 in the next Examplas. 


. * 4 
55 * 
N 
% 


_— - 


ww 


10 reuder this more ROI we uin tale . of thoſe Paſsages not allowed i in pag-22 124 838 thel 


— — —V— — — —— — 
—— —— — 0 


: , MEI Y 
FT 3 8 L 7 81 > 8 1 R OE: TI "Th 


00” (7 
= — —— 1 
1 || * — 


7 N ' * 


/ By this vou ſee, if both Parts move: the fume way, one of them by 'n degree, tho Sh 17 A, Loap, wh. 
Leap(l teh) being broke into Degrees, begets a. Conreution-of two Perfects of the ſame kind: and where boch | 
Parts Leap the ſame way, if you break thoſe Leaps into Degrees, thoſe Degrees, vill cauſe Three of the . 

. fame Perfects. And this Conſeoution of gi and 6%* ariſing from thoſe. Degrees, 1s that which renders fuck 
/ Paſnges leſs pleaſing | to the Ear, and are thereupon named. Diallowantes.. 


We Je rang | 5 5 
- Theſe which I have chevn. may ſer ve for your underſtanding of the reſt} for "hoy are all of the 
bleme nature, excepting One, «hich Mf Morley and others call biting an BY: on the Laces that is, Then an; 


upper Part, meeting the 3% upon an g bh. ſkip up into ſame other Perfect Concord, thus: 


( 2 | But as [ told Jour nd have ſhewn, that a D allowaice is commonly canfod; by both Parts; | 


moving the ſame way; yet knoy, that all refuge. of at fort are not Diſallowanees, . for, Y 
TE 8 4 - vill ſeldom find A D ſfulio wia nec where thi Treble moves but one. Degree; except that which 


vas 1 73 in the firſt inſtance of the late Examples, where the Tredle falls by * degree 


7 
From n Gch. 


to an gt. or (perhaps) where the Bays ſhall make an extravagant Lenp G if on purpofe) to 4 . 
meet the Treble in a 50h. or 8. In any other way, I do not ſee how a Di allowance can happen, while. | 
the Treble removes but. one Degree, though: both Parts, riſe. or. fall together. But if the Treble: or upper 
Part 1 i an * the Ho 4 removes, ous one ne Degree (he ſame ap) you way conclude i it &. DYaltowance” 


a \ 
of — 5 * * 


*. 


. - 
- U . ” F %y - CO : 
= * + 


11 4 

: p: R . 
-_ a. 2 _ * 
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5 2 du. che vou Examples of both thefe ways, that you may, —— tem by FE Eye and Far; and lo 


yort vill better percieve * is, and what is not allowed. 
LEASE inio an g” Pa/ſ$ages into 4 Sb: 


— 1 da. 1 I N 


— 


"If you try the Bind of thoſe two Ways with an 
ufteyment, your will percieve that thoſe Palsages where - 


Er nl | peu Bad. Good «Bad. Good: Rag. _ Coo ue: zin the .T 1eble removes bit one Degree, are ſmooth and 
Ce. — = - natural; but in the Other where the Treble Laps, the 
. * 
Palsage is not ſo pleaſing to the Ear. | A, = 24 7 — 


, 


The Reaſon (as 1 concieve) is this, that Leaps | are the proper Movements of the Baſs, and Degree more 
natural to the Treble partras I have ſaid before in Plain Counterpoint: And. therefore, ſo long 'as both Parts 
proceed i in their natural Mdy ements the(Ba/s by Leaps and the Treble by Degrees) the, gonſegution is not fs 
perceptible, becurfs it gives no offence to the Ear; for that which 1s proper and natural Cannot be dit: 
pleaſing? But if*you diſorder this natural Movement, by making the 3% move by a Degree, and the Treble 
Leng the Tame way into a" Pe r/eet” Concord, the Conſeeution thereof preſently begets' = Diſallowance. 
But take notice, that+moſt of thoſe Paſzages we call Diſallowances, may be uſed in the Tenor TY 
24. rauben covered by A higher Part} though. in the higheſt Part, itſelf, they would not be allown- 
| ble: And therefore when your _TreWe' or /higheſt Part ſhall make à Leap,(which is ſrequent in Figurate 
een, chief care muſt be, that the ſaid Treble or higheſt Part (from the 3%) be not guilty of 
| any. Difcalldwaiice; of which there can be no danger, if the Leap be make into an Imperfect Concord. _ 

That you . may, — them better, moſt. Diſallowances may be refered to theſe two Heads: 1. When 
the higheſt part (kips to a 6% or Sch. chile che Baſs remove but one Degree. 2. When both Parts ſkip 
che du 1 into der gi And this is as much as I ahn nooefsary concerning 2! elle ma gcc. 


— 


*® - 


— ——s- — —_—  —— B — — =- =y -* 


— 0 * * . 91 4 D n 6 
' «1 ., 1 
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b _ * . * 
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i 5 7. er CONSECU TION PN and. + 6% 4 
12 Chewed you( pag. -4:5)thzee different Fourebi Vis. A LeſSer, a Greater, and A Middle A. named Bi | 
Ma hon, vhich for dictinction I call a perfect 4x becauſe it ariſes from the perfect dividing, e of an 
Octave iuto Its: 4 aud Sch. as well according to the Arithnetical as the Hasser Diviſion thereof. 
Theſe- are ſo neceſtary, (or rather unsvoidable) in Compoſition, that you ſhall ſcarcely ſee T 


Three, br more Parts Joined to any Baſs, but there I frequently be one of them between Tome deo o 
the upper Parts. | 


ro, 
= | 


Again, Three Parts cannot Aſcend or percent together by . in Muſical Concordance, but. 
Xs mit ft (of neceſsity) be a Conjeeuticn of fo many bete Tome two of the upper Parts. | 
| Now, if that Con/ceution conſiſt of different 4 mixed one with another, it is very good: Rut if the 
41 be of the ſame k ind, the ee is D allowable. The Reaſou thereof 1 1s, that *. are the Re | 
alen or Relonances of 6. nx may be ſeen i in This; that if yen tranſpoſe the Parts that ſhew thoſe. 
ths. by placing the Lover an Octave higher, or fonting the” Higher 91 Octar'e lower, thoſe 4 ill be changed 


. * ,* * into 6 as your may fee in the folloving "Tallanoe. . 

= P25 FLY The Notes tranſpoſed. are thoſe of the Tenor in the firſt In- 
£0 . — | | ſtance; which being placed an Octave higher, and ſo made the Treble 

| . ——— 25 or higheſt Part in-the ſeconTTuftance, cauſes three 4 inſtead 
E "i Gates. © het * 1 * 4 * 
SM... 444, 8-2 of the former three 45 r 


The queſtibn now 15; . theſe PRES: 60e. being of dif - 
3 kinds, are bs: allowable in compoſitionſif they are allow- | 
| — there i 1s 10. doubt 0 be made of the, 7 ' they. omg. als dil 


reg * EE 1 „een the 


Be - Tre ble and Terror. u Tre Tre ble and Tenor. 


Aw, 


« *% wo. & " . , . | 8323 
4 v. y 0 - | _ 


4 — 1 — 


eke ent) nere is no Conſeeution of Perfects of the ſame kind; "BY the middle 6" is imgerivet Neither 1 e 

a harſhneſ; or diſzonance to the Ear, as I can percie ve And though M7 Morlep(in his Introduction pag. 76) with 0 

-ther preciſe Compoſers of former times, did not allow a Perfect and an Imperfect 5' to follow immediately on one 

the other; yet later Authors, as vell Writers )as Compoſers, do both uſe and approve it See Ki reber, in his Muſt» - 
4 4 Univerſal is Pag. 621 De lice nia dua rum Quin arumg where he cites. Hieronimus Kapſperger,n very excellent Author, 1 

king two Ge. one after another, in divers places of a Madrigal, with much Art and Elegance; and 1 in the very 

beginning of the ſame, uſes four 6" Perfect and Imperfect oue after another, as follows. 

| | OR" 4, for my own opinion, I do not only low the Conſeeution of 1) tw 

| — — Sho. one of them being Imperfect(but being rightly takenjeſioom i it am 8 


—  _ the Elegances of Figu rate Dgſcant. | | 


This 1 ſay, ſuppoſing them to be i in . Notes But if the Notes bs: 


— — long as Semibrewes, or Minims,1I ould: then rather chuſe to have the Per 


-Fect Stb. hold on, till the otlier part remove: to a Gib before it anges t. 


1 Imperfect gb. as 8 Example ill ſhew. 
$ 8. CONSECUTION of 5 , G. 


—— — —ͤ— ' — I” Gear . hardly follow one the other, walt Relation 


Not thus, but thus, cr thus, 7 | 
Inbarmonica!; yet itt ring by degreos to a Binding Cadence. the are 


=> 


o — 1 - 1— 
* 


A ; t, $ X 5 * 
a:lovable; as in the F Treble of the next Example: ich an Inner Par! 


Vill properly come in, as you fee In the 2% Treble. 


» ' 
* \ 


/ 


* 


( "Ls; rr © + Ereafer Gb. 


tt» 


n — By this. yon may percieve that Rela non nbarmonieal is ſometime: firs 
't 1 2 ©» a — — 
Free 't _ —— penſed with; ahich mitſt be left (next after the Far)to the Iridgment 'of 
. 3 - th: e Compoſer. 5 Bitt in 
t — | | 
?"\ Trebie 7 - Two Lier ** may (lor one Leaps they wil! 
8. TEES - | . 7 
. : > A another in degrees, as follows: X, not do ſo 
— —_=RRR =Þ faber Gde. are auſwerable to well | 
r. 34, and Res may fo. bow one moiher, as you may ſec 1 in Example following n | 
4 FOE Lyſver >: a re like in nature to Greater 8 and therefore the cen reution of OY 
( — J I ; 1s liable to Rutation iInba rmonical. 
Ex” | 


Ants you have « Thott account how 3%. and Ge. may follow each other ahen they 


are of the ſame kind. As for te change from Greater to Leyen or the e it is 


fo natural, that you cannot Aſcend or. | Deſcend,either i in 3®or oy but it mnſt be by frequently changing {rom 
the Lei/ver. to the Grea/er or from the Greater, to the Loher. 


Nov, as to their Paſtage 1 into other Concerts, the moſt natural i 1s commonly that which may be done with fs leaſ\ 
remove bh * uo * 83 5 39 

Hence it 1s ober vod that the 1910 er "2 18 more o naturally into a 8 and the Greater 60. into All gh. . as 11. 
the fo: loi Inſtances 1s ſhern,,.. 


» 


Cadence © (be Greater * : 


* _ 
— y — 


Theſe little removes by a Tone or Semilone; do con 
— + | -nect or mals ſmooth the Air of the Muſic in paſs: 
"* 6 6 6 Ho N 6 856 . 6 8 


ing from Concord to Concord; which ay greater ren. * 
| — — — f 
. — 7 = F 


* 


5 = vonld often ſeem e 


| 3 
I il now ſpeak of a Fuge vhich is the than Flover in Figurale Oran“ 


$ 9. 0 PL 'FUGA or FUGE.. h 


HIS is ſome Poiny{as us call it)in Mie conſiſting of 4, 6, 6, or any . of Notes; begun by. . . 
* :gle Part, and then ſeconded by a following N the ſame, or ſuch like Notes, ſometimes 1 in "the Uri 
in or Oc, hut more commonly and better 1 in a 4 or 6 above or below the leading Wet. of, + 

Next comes in a third Part, repeating the ſame Notes, commonly in an Octave or Un;ſon to the leading Part. 
Then follows the fourth Part, in reſemblance to the ſecond. _. ho ES. 

The fifth, and f ixth- Part (if the Comprſition conſiſ t-of fo many)do follow or come in after the ſame ma Hier. 
one after the other, the leading Parts till flying before thoſe that fallov, and from thence ii has, its name . 


or Fuge. The Form of it Jou have in the following Example . 


* — AP Id * NE" © 
— 1 * "ad 
| na — 6-7 
7 : 1 — — * . 
" ' »- 1 , + 
. 
- 5 
„ 1 . + 
== Fg 
* 
— 
— a6 | — 
„ þ = — 
1 LF 
7 1 
> 
* = N * 
| * T | b 
. * — 1 {| A 
« 2 — — 3. — e LI | — — — 12 „ —_ — 
4 1 1 . * has 2 | : 1 — 
— 1 1 1 wm cn 1 — mn — — 


Here you may obſerve, that thongh: the leading Part begins with air even Nete, yet any fo. lowing Part may 


come in upon a odd Note; with an odd 0 beko re it. hen the Fug: requ tires or permits 1 . 


| 
| 


\ 


_ 


* 


68 | 
alſo take Notice, that don are not t 0 ſtrictly obliged to imitate the Notes of the leading Part, but that Wy 


le a long Noe inſtead of « ſhort one or the Contrary, when occaſion ſhall require. Alſo, you may riſe or fall a 0 
or 60. either inſtead of the other; vhich i 1s often requiſite for vouee e the Air of the Mie. ] 
| : 


$ 10.0 Vf ARSIN and. TEST. 


8 the Point 15 Inecrady on moves per ain and ty in, (s it is called)that is where the Porn riſes in 
one Part, it falls in anotlier. aud !ikeviſe the coutrary;” l ich produces a pleaſing. variety? " Figure of 


= a 


it you may. foe In this Inſtance : EI. — ! 2] DFO Au Example -of it you Have 
in that which follows. 


of the former Pcint. - | | 
| ; | 0 1 7 
H.rangle of * rs. * Arſin and Theſin. - . 8 
— 222 — — 2 A 
E ==> r — 2 ͤ — — . ĩðͤ 
I. R 1 . Anim — 1,4 
| . 
— 0 — 7 — — — 
1 N 1 1 — 
jo fd —-— 
= 2 ; *M T 
& - vi of 
: 4 
— | ——— 
K 1 
7 1 f 
— 
— — 
. 1 L * 
— 1 | es — — 
* LL A 1 
— 2 — 0 285 
n 3 ' in . a ; 


Ih. Thus you foo the Point per Arſin and Thy/in, | 4 near as I could contrive it iu ſo ſhort an Rants. ouly iy the 
7" Bar, the Tenor does not preciſely exprels the Point; which I note unto you, as being better(of the two)to injure the 


Point, than the Air of the Myc the deſigu of a Compoſer being to pleaſe the Ear rather than to latiſfy the Exe. Here 


che roin / is expreſt., both ways 111 each Part but it is left to your liberty vhetler you. vill have one Part maintain the 


* 


— 


- 


| 6.5 
Point per ih, another per Login. or what other way your. ſhall think fir do mix them; every man _—_ Malter 


of - his own fancy. 


? Arſin - Re er. Th/, in Renerted. 
Sometimes the Point is Renveried, 


or turned backward thus: "I 


4 — — LIES 4 

— K — | low ww F* FY 1 
Tn 2 2 | — 1820 1222 
LL 2 — „ Mm. + 


RR 


Brit then it muſt be (uh 


A Point as has 10 Del ed Nete 
ole Then "ES Point is Reverted. 


$ U. CO Doubt FUGES. | 


==" the Mie begins with two or more different Points, *hich the Parts interchange by turns, in ſuch: en. 


in it; becanſe the Dot 11 fiend npon t the wrong ſide of the N 


= 


. 2 i 
ner as they did in the Inverted Fuge per Ahh and Thin. oy 5 8 * 
: Two Points moTing {0 etber in Fuge. . 

N | . & & ny | : | 

h—— 1 Nr 4 4 , 

7 — — — — — 9s. 1 1 * 

a — — — 2 — 1 — 2 —— I 1 ta P to 

| 1 — ' RS" . * 

28 Ws 5 Fuge . 

1 . = 1 i =_ + — — 
_ | —_ + — — 1 — t 1 — — — Iz. 

* 9 | FR. — 5 <> © - 
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Fuge. x; — * Fuge. w ky "44 
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+ N | r F 

Ry EY earl. you foe what a Fuge 18.1 +4 now ſhew you the Method of Grade one r 


TW 12. Hino form a FUGE . Fr +; 


-- . , 


oo 


AVING made choice of Fuch Notes as yort think fit for your Point, veits them down 1 in that Part $hich you, 
I defign to begin the Fuge. 


"I j 


2 . = 


70 N 0 - * * x =, | 8 


8 8 conſider which Part you «ill "My to, follow” next; «and whether in a 4 4h or Seh. 4 or below the 


4 4 


leading Part? Perhaps the latter end of the Fuge =Notes "that © vort, have Wrote down, may agree therewith, lf not, you 


. — 


may add ſuch. other Notes as may agree. vith the folloving Part at its coming in. 1 
Q vertswrite doxn the Fug -No(ts- of that. folloving bark and add what other Noles may be requiſite. kor meeting 
of: the: third-Part, »hich(properly) vill come in upon the Octane to the begining of the leading part. 5 
Then e carry on the third Part, by adding ſuch: Voles as may meet the beginning of the fourth Part, asit comes 

SITE 11 pg. an Octany to the beginning of the ſecond” 8 And, if you rightly concleve my meaning, your Scliene | 


ill ppear like the one that follows, according i to the Platform of our firſt Example of a lingle Fuge. £ = 


{ Z ""Rxa mple_of: th the Platform of a „ ing done this, you may fill up the empty places vüh Con: 

| 3 — — — r wards and Bindings as yort think beſt for car ryiug or your Com 

| PET ee — a Polition, until you repent the Fuge, in one of. thoſe: Parts that 

— = =I began 1 it; Thich may be Jone either 1 in the * or in njxy other 
4 NY | 


Key that vill belt maintain the Air of the Mie; for good Air 


— 


is chief 17 to be aimed at in alt Nu ical Compoſition. And this re: 


— 2 — 22 272 : = or N "of the Fuge or Point, ſeems alvays more. 


| ES ? þ 7 N | | 5-48 gracefyl belt Ke comes in after ſome Pauſe. or Reſt by » which * 


* * 


* wgre notice is taken & it; as Wy auy Ferfon that begins 10 ſpeak "gain, after ſome lud. ge of ſilence 


Abe. ſame need 1 have ſhevn 1 in four Parts, may Ae ſerve. you rhether the Parts 1 251 or r leſs. 


2 S ISO MvS1C Compoſed for VOICES. 
12 great Dr arten, in the beginning of his Compendium of Mie, ſays, that, of "all Sounds FI NS Voice Is 
moſt grateful; becauſe it holds the greateſt conformity to our Spirits And( nodonht)it i is the bef' t of Mr. irs 


af, 


if 3 and expreſsed in Wess I | | OSD Sd El. 


* 


-> Of all Me. That ought to have the N which- is deſigned to Ha and ſound forth the Praiſo and als 
ry of the Incomprehenſible SOURCE, SOUL, ESSENCE, and AUTHOR of all created Harmony. 


1 this intent, Iymns, F/aims, Anthens, Verſieles, Re/ponſaries, Motets, Ke. are ſet and fung i in Mr a of which no man 


is ignorant that frequents either the Churches or Cathedrals in England. 


Of the forementioned, ſome are compoſed 1 in Plain Counerpoint; others in Pts ns with Toene, Fuges, Syn: 


capes, Mixtures of Di/cords, Nc. according to what we have taught in this Treatiſe. 


— * 
an 


In divine uſe, Muſve claims a prehemiuence above all the other Mathematical Sciences as being A em = 


plojed 1 in the higheſt and nobleſt office that. can be performed by Men or Augels. 


© —_— 


Newt er, in its civil uſe, does it ſeem inferior to any of che reſt, either for Art or Excellency. Whether We. 
conſider it in Its Theoretic or Mathematic Part, which contemplates | the Aﬀfoctions, Ratious, and Proportions of Sound: 


nth all thats nice and curions concerns. Or in its Practic Part, which contrives, and diſpoſes thoſs Sounds into ſo 


many beatrti ful and ſtupendions varieties; and all cauſed by no more than three Concords; and ſome interveriing 


D Jordi. or in its Active or Mechanic Part, which brings forth. thoſe Sounds; either by the excellent Modulation | 
of the Voice, or by the exquiſite dexterity of the Hand upon ſome Inſtrument; thereby preſenting them to our 
Ear and Under( tanding making ſuch Impreſsions on our Minds and Spirits, as produce thoſe ſirange, and del. 


7 


bl. Effects, recorded 1 in Hiſtory, | «nd known by Experience. . ; 


An one of a three Parts of Mie. confideneF i * itſelf, is a - mole excellent Art or Science: But this 
a Subject might become better Orator | 


— 


- * - 
® * 
7 . 
* . C - 


* 


RD 
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. 
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5 DIST SE i ' SE 14.0 ) 0 aavinniodating NOTES # TO WORDS. 


- 


, 76 4 N 
4 wo \ 


& of Vocal Muſe . for ke Golace 4 civil. delight of man, there are many dikkerent kinds, as Madrigal, 
DYE which 'Fitges d all other Flovers of of Figurate 9. are moſ' frequent. Next, the Dramatic or Recitatine Mus: 


. Then, ce Villanellas,(lively rural Songs Aer. of 40 Sor; or hat elſe Poetry bas contrived to be Set aud 


Stent in Mute: Laftly, c Canons and Carbes,(of which more hereafter) are commonly fot to Words: The firſt, to Cuch 
us” are grave: the latter, e Words defigned | for Mirth” 3 3 


— 
— 


r "HEN you compoſe Muſie to Words, Jour chief endeavour muſt be, tliat your Notes do pply expreſ's the Sinfs 


and Humour of them. If they be Serious, let your Mu/ze be: Tuch alſo: If Lively. your Mic like viſe muſt be 


15 "Cuitable” to. them, A paſtion of Love, Sorrow, Anguiſh, and the like, are beſt  expreſzed by Chromatic Notes and 
a Buds Auger, Courage, Revenge, &c. req: tire A more ſtrenous or forcihle movement. Cruelty, Deſpair, Angnill 


«may be expreſt by a Diſcord; which wever the lefs muſt be brought off according to the Rules of cop. Ton. 
High Above, Heaven, Aſcend: as. like viſe: Fe comraries, Low, Deep. Hell, Deſcerd, may. be es by the Ex: 


IT 
\ * 


:urple of * the Hand; which. points „rd theu vs [peak of the oue, and downward when ve mention the othe 


the contrary. to hich would be abſurd. 
You, muſt. alfo have a reſpect to the Points of your. Forde, not uſing any remarkable Pay or Reſt, 2 


1 


a ſonnet and * the thoughts 


eaſy; between 
of *' muſic to this fort. of 


(*) Madrigal, is a little piece of poetry, the verſes - whereof, are tres {hand 


teren being agreeable. Several Compoſers (particularly the Engliſh ) hav” made fine, pieces 
| parts. Tlie preſent Compoſers commonly call them Glees, and generally compoſe the. 1 to 


leſs” Study and Knowledge than | Puges. 


4 
\ - 


| Verſes even from one ta eight 
them in Plain Countsrpoint, as \requiring 


«4 


| | — 
until- the Words come to a Full Point or'Peried. Netther may any NR, how ſhoxt ſoever be interpoſed 
ein + the. middle of a Word; But. « Sigh i; properly expreſzed by a Crowche! or Qua ver Nef 


Loſily, you ought not to, »pply ſeveral Notes, nor(indeed) any long Note, to a ſhort 8) U- ble, uur a 
r. Note, to a Syllable that is long. Neither do 1 fancy the ſetting of mauy Notes to any one Syllable, 
(except in Songs of dwiſton, contrived merely. to ſhew the exectttive Park of a Voice) but 4 vonId have your 


Me to be ſuch, that the Words my be * underfiood | 85 EIS... 


—U— — * 


. | $ 16. (0 9 MUSIC hun fr INSTRUMENTS. . 
W muſt now ſpeak. A Tit le more of Muſic made for Iuſtru rents in which, Points, Fuges, #nd all other 


Figires of Deſcaiit are in vo leſs(if not in more)uſe than in Vocal Maſe. RC TR 1 


of this kind, the chief ud moſt excellent, for Art and Contrivance, are Farcics, of G. 6.4, aud i 


parts. in this ſort of Mie the Compoler (not being confined to words)erploys all bis Art 44 Invention, 


elch bout the bringing i in and carrying on of Fugrs, according to the Method formerly (hes u: 2 wes 


When he has tried all the ways that he thinks fit to: be nſed; he take another Point, and You the like f 


ih it or elſe for variety, introduces ſome Chromatic Notes, with Bindings and Intertrix4r. res of Dijeords; ;of, falls 
into ſome light Humor: like a Mudr gal, or. what elſe his fancy ſhall lead him to: but kein 1 copduding with! 


| ſomething which hath Art and Exce:leticy iu it. | * a . 


of this ſort there are molly Compolitions formerly mide i in England by Afonſo Ferabo)o, Cqperazis, 


Lupo, %%, Ward, Mico, Dr. tithes: aid many others. AS by Mr Jenkens, Mr Lock, «nd divers other excEleny 


Men, Doctors and Bach elors in . 77 72 a | | TY 


A . mn | i w | * . » . a * RY „ 8 
( ) PFarcies, conſiſt of - 4, variety of movements in different times, ſomething in "the maunerf of Concertos, 
but rather in a more capricious ſtyle. 8 8 | | | 


— 
* 


— 


— 


— 
4 


- 
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This kind of 11 /r (ibe more 1s 158 pity) is uo TROP neglected, by reaſon of the ſcarcity of FRE es that 
cod it or Compoſert that write it)their Ears being better acquainted and more delighted with light Mr lie. 
e Next. in dignity after. Aa Fancy is a Pawan; vhich- ſome derive from Padus in Lacy; At firl't coutrived. 


far A fave and ſtately manner of Dancing,(as moſt Inſtrumental Muſic was, Fancies and Symphonies excepted)but 
nos uro up toa height of Compolition made only 10 delight the Ear. | | | | - 


— 


4 Patanbe it of 2, 8, 4, 4. or 6, Parts) common: ly. conſiſts of three Stains; each Strain to be ploy lo ice 
o Now, ata. any piece of Muſic that conſiſts of Strains, take the following Obſervations. FE 5 
n 1 vonclude; in the Rey of its Compoſition; which i is known by the 80%, as hath been ſhewn. This: ep. 
bee! ; eher Keys proper to it for niddle Clejrs (ſee; 7. 23, 24) 1f your Pavan (or vhat elſe) be of three Strains,” 


the irkt 'Stravy/ may end in the Rey of the Compolitioni,, 'as the: laſt does: but the middle Strain -muſt»alvays 
— in the Key of x middle. Clole. | | 


yy Ws + 


[Sometimes the firſt Strain At; in a middle Cloſe; and then. " middle Strain "= Þ end in 1 * other 
I Cloſe; for two Strains, following: immediately one another, ought not to end in the fone Key. The rea- 
For thereof. 1s obvious; to wit, the ending till in che ſame Key, doth reiterate the Air too much: N 


endiugs produce | more variety. Therefore when hors? are but two Strains, let the firſt. end in a middle (lo 
that both Strains may, not end alike. nr ne ; "ONS \. 


— 


Next in Conrſe after = Pavan follows a Gai rd, confifiiag of two, ſometimes it three Strains Concert: ing 


their Ending, I refer you to what was ſaid of a Pavan. This (according to its name) is of a lofty: and fralic | 
movement . The Meaſure of it always a Tripea of three Minims to a Time 


. * . 


An Altenard (fo Ca. led from the Country vhence 1 came, as the former from Gallia) is alvays fet in con 


mon Tine like a Pavan; but of a quicker and more ry movement. lt has commonly but two Strains, and 


M0 


| 3 the, E to end in a middle Key. | $550 | 

In theſe, and other ziry Miſie of Strains, which now paſs under the common name of Airs, you will 
often hear ſome touthes of Points or Fuges; but not continued, xs in Fancy-Mu/c. 

I need not enlarge my Diſconſe to things ſo common, as Corants, Sarabands, Jiggs, Country Dances Ke. 
of which Sorts, I have known ſome, who by a natural aptneſs and eccuſtomed hearing of them would make 
the like (being untaught) though they had not ſo much Skill in Mie as to write them down in Notes, 

As this Compendgum cannot contain Examples of all theſe which 1 give you an account of, I would 
adviſe you to procure ſome, of tuch kinds as you like beſt; and write them down in Score, one Part 
under another, az the Examples are ſet in this Book: That they "may ſerve you as n Pattern to ii itate. 
© But let them be of ſome of the beſt fonts Compoſers of the kind of M1 you vould wiſh to Compole in. 

Vo need not ſeek Foreign Authors, eſpecially for Inſtrument: Mie; no Nation (in my Opiuion) be 
ing qual to the. - - Engl iſh in that Way; as well for their excellent, ns their various and mimerons Con- 


ſorts, of.” 3, 4, 6, and 6 Parts, made properly for Inſtrur ente of all which (as 1 frid) Fancics are 
the chief. hat 


% - 


Oo. 


1C Ty MIt. 
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. Conrernng CAN OW. | 8 8 


n i -.« Puge, ſo bound up, or reſtrained, that the folloving Part or Parts muſt preciſely repent 
[the fame Notes, with tlie ſame degrees riſing or falling; which were expreſced by. the Leading” 
Part; and. becauſs it is tied to ſo ſtrict a Rule, it is called a Canon. - | . 
Many of our, . Country-men have been excellent in this kind of Ne: but none (that 4 meet 
vith) have publiſhed | any Inſtructions for making na Canon.. | . 
Mr. Elway Bevin, profeſses fair, in the Title Page of his Book; — gives tts many ales of ex 


cellent and intricate Canons of diverſe ſorts; but not one Word of Inſtruction how to make ſnch. 
Rs | Morley in bis Introduction to Muſic, pag. 172. 8. thtis (4 Canon . be made in any diſtance 
. comprehended ui the reach of tbe Voice, as the 3. 6. 6. 7, 8. 9. 10: H. . r Pr Fg but for the 
Compo/tron of Canons no general Rule can be giwen, as that orb FI priforned bs plain Habs, Theres 
For- [. ill refer it lo your own Study to find out {ſuch Points as you [hall think Filly * to be . 
«at, and fo frame ud make them fet for your Canon.) | 
if, as MT Morley ſays, no general Rule can be given, our Buſineſs maſt 5 to try what helps 


5 
we can afford a Learner towards the making a Canon. I am the more inclined to offer unto you 


.e 


_— 


. 
| * 


77 


this Line E Tsay upon 1. becaufs the Exerciſe thereof will much enable yen in all ads. kinds. of 


Compoſition 3 eſpecially vhere. any thing of Fugr is concerned, of which, it is the Principal. And 7 vill 
direct jou in the ſame Method which 1 did before in comtriving « ſingle Fuge: that” is, firſts to ſet 


-. down' vent. material" x, ales; and then, put yorrr other Dran to thoſe Notes. 


Fi § 2. CANOW of two PARTS. __ 
W. «il for more exle,. begin with two Parts; and I will take the firſt two - dem ibreves of a former 


= * 
* * -- —— 


8 > — 


Fuge; to let you ' fee the manner of it. The Canon ſhall be ſet in the Fh. 


hour : firſt 


Notes will 
# 
ftand thus: 


T 
A — q fill np that vacaut ſpace in the. ſecoud Rar, with what Defea nt | you 
pleaſe «hich — = Nov, ſeeivg that the following Part muſt alſo ling the Dane \Nwte's 
may be done £ in a © above; it neceſiary follows, that you muſt. move the ſaid 
'mathis Manner. — 4+ 1ew No7cs, to the upper Part; and apply new Defvant to Them xlfo: a 
b and in this mantex Jou are to proceed from Bar 10 Barz [till . ; 
olying new Deſrant to the laſt removed Notts, 8 4 — . ; =] 
6 ; | I IH =. 
LY 11 this manner yo may continue vo Parts iu Es IO 9 NN — 
One, to vhat length you pleaſe.. A ſhort ' Exanple - — — pang = — 


* Laffice to let Jou ſee the way of it. 


Tele notice, that. the canon ends where you lee ' the little 


— 


* 


above, and * 


By « *. Geh. 7h. Nc. above or belov, is under ſtood the diſtance of N 


between the beginning Notes of either Part. 


Having ſet down your beginning Notes; your next Buſineſs "$6, 0 10 


* * 


** 


* * 
* ' \ 


Arches over choth Parts, Th relt is only | * 


* 


" 


78 | 
to S up "the | cenclufion, az ve commonly do; unleſs we korn the raru to begin over. *in. * L 
Ko round vithont z Concluſiog. | ; EE 2 


In the foregoing example "the follo ing Part came in above the other Part: we il ner take n 
, view of it coming, in under the Leading Part, after a Semibreve R/. The method 1s - the Paws, ouſy 


in This, we mult. en. the new added Dr gan- downward, as before uo carried it npvard; ſtill} 


e ney Difednt' 10 the Iaſt removed No/7es. | | 5 8 
| . = 22: — TOP 7 Whether your following Part. come- in after a Sr 
Ex 25 IR, 85 — 7 TN E 55 2 ä mibrexe._ or M:imm R more or lef's, the method i 1s ir re 
5 = J —— — — — lame; as you may fee in the next that follows! In which. 
IN : 85 die lover Part comes in after = Minen R. 
; | 25 2 72 —— "> | —— 2 Neither is there any more diff; 
E 5 185 2 2 A. 75 I 1 1 f OL £4 culty in ſetting your Canon n 20. 
| - 2 | "ihe Nh. or au other diftance . elther 
-__ = BY 1 PIG 22 9 above or below, than 5 in thoſe. wich 
1 hes already Thewny as you may foo by the next t ſet 11 n- 24. above - | 8 FP 
* 1 — 8 r 2 -.; Thins, T ſuppoſe 1s Cufficient- to let Jon ſee,vit! 
EN — SHIT IATJ ] — — 2— how much esſo (being An liule exerciſed 111 10 a0 


Parts in One may be. tarviet on, to" hat length 


2 


or Chortnefs you. pleaſe. „ 0 


* i * „ 


” — 


S 5. CANOR of three PARTS. 


E. vill now make trial of Three Parts in One, carried on by a fame Method. In which the 


79 


7 © Notes of the leading Part muft be removed upward or dovmard, according = as the folloviug Parts 
come in, either above or below the Leading Part. 


| : | ; 2 Example * 
1 will let TEM the beginning Notes of each Part, as I formerly did of a, . 
Cingle Fuge, that you may ſee the Platform thereof. Example, 1. 1 | ; ; —— 
That being done; the firſt Buſineſs is, to fill up "the ſecond Bar of the} —— — 
Leadin 18 Fart, vith ſome Note or Notes that will agree | with the part which = —1 . | 
cones in next, and add the ſaid Note or Notes to each of the other Parts — i 
"x in Example 2. Then kin up the third Bar of the leading part. with ſome | — . i 
Note. or Notes which will agree with both the other Parts; ſtill adding the ſaid Example T. 1 
Note or Notes to the other Parts. And thus you are to do from Bar to Bar. 
0 But if. Jon percieve that your following Parts begin to run counter one 


upon another by. theſe additional Notes; you muſt then try ſome other ways, 
— either by putting in a R it, or by altering the courſe or Notes of the Leading 


Part; and 1 in this particular it 25 Mr Morley ſaid) that ca non is performed by plain ſight & A [ 

; 1 If you vould have your Canon = Torn; he: | 
Kramp p a — f N Concluſion muſt be omittedzand each Part muſt be- 1 
* A . Sy 9 — — 1 — N ein- gin, view it comes to that Nude marked vich che Arch j | 

* Thrie 2 — — over it, chere the Canon end- And the Res ut are ſet at a | | 
on 7 ²˙ AA ade \ the begiuningybefore the follo xing Parts, muſt be left out. [| 
Parts in Op — — I — — — 5 Jeden. fad of vritingit downs ouly the | ll 


| 80 
3 leading Part, fot (ages vith Marks —_— here. the 
other Parts come in, as follows; 75 A 3 loc. Canon in the S' Below and 4”: abonwe, 


a ” 5 
4 o © a : WY _ ON * 2 1 . hy ry " IE A 

— 

; N F f N E : FI _ . 


| 4 | ; | : | * Hear me 0 Lord, und le! mp Crp COme to thee. 


. Eo CANON in UNISON. 


Te: ſame Method might ſerve for a Canon in Un;/on: That is to ſay, The Leading Part mu ft 


be accommodated to VO following Part, whom * it comes in; and to both Parts hen they found 
( together. | | 


* * — 
: : \ P 


| ut 1 K give 50 A cletrer Idea of it: In reference to »hich, you muſt confider, that as. each 
Part begin: in the fame Tore, it ne ce ſsarily follows, that the foregoing Parts muſt move into the Con 
nord of the aid Tone; either Aſcending or Deſcending; and by this means the Sound of the ſame ' Tone 
2 vill be continued, fo long As the Part move in the concord, of that Key. 


| By this Jou ſee what Concord, your Canonmuſt(vove 


. 
N 


A — into; your care being no more than to avoid the C9 


cu iin of Peiprei, of the fame kind, and to diſpoſs your Part 


— 22 | — — 0 much as Jou can) iuto different concorli- 
j , * * N ** | CPI 2 8 . f * | — 8888 pi a 1 Tm . f q a "IRE If 
Era mple 0 
| N ö ' ' 1 ' 4 * 
n — "*. OCEANS © / 1 4 — WORE — 4 —— —————— 
Canon 731 — 1 | 
I wo i N — — — — 12 
| 6 ' * 9 . x 
— 1 —_— — — — — 
* Uniſon, 7 — 1 
* — —.—— r 


$60 ) 9f SYNCOPA T'ED or Drive 19'CA NOW. 


F. is another ſort of canon in Uni/on, in ahich the following Parts come in npon- a Crotchet, 
or upon. Minim Rei, one after another; and this. kind of Cann may be applied to any: 6r1011d 
of Plain-ſong confiſting . of, Semibrewes, or of Brewes, if you donble the- length of Deſcant YoRs, 
l will firſt” (he vw che vay of it upon Semibreves, moving by Degrees, 

be Figur, Thew the G of che . 
ing Part 0 the Ground both Aſcending and le: 
Acending. If the Ground conſiſt of Bretes, the length 
of the Deſcant Norwes miiſt be doubled. And tbis 1 think 


N 8 | 9 may uk fice, to let von ice the order of hour Dejeant, 
E ; : : 5 =s in thoſe Places shere the Ground of Plain So {hall 

65.365 3 65 = 34% 634%S- _ riſe or fall by Degrees. | 5 
2 5 — —— I will now let vort fee how to order your 


vgſran- | "then. the. Ground moves by Leaps. 


— 


In which the movement of your Deſ cant miſt be from 3% to 34. and, your Teacing Part muſt. ah 
ſo meet 4 W Noe of the, Ground, in a 3% both which are eaſily effected, as Jour . ſee by t 
ollogng . | | | | 2 


* 


Fd 


— — 
— e two Cre:ebets,nud ſet one of them 


4 rr 0 Octate above or below, when 
> mn—— — S 2 there is occaſion for it. 


— — — V. 
— 
— 


— en.” COME 128 may allo break a Min in 110= 


©. 


82 Si 9 75 | 
2 en ſhall, now foo the OI degrees and theſe — wixed one with another ir. the folloving Example, . 


- — * 


1 4: hd Canon. in Uniſon Uo 4 ground. N 


TI "E 4 rt of Here the Leading Part always begins upon ot” 
— | | dio each Note of the Ground: Alſo a 6%. aitd Sto 1 -- 
| 9 8 5 A . :lovs the o to meet the next Not- of the Baſs when. 


r — It riſes one Degreglike hat vas ſhown in che E xam-\ 


= 
—— — GR Go 
. 7 


* I 


g _——* TT 


-ple of Degrees. I | S 


— . T1 will now ſhew* this Cano in Plein nge that 
; you may better percieve, the Sy neqpaliun, aid how the 


7 = _— _ — — — Parts move from 80 to 34. except where the Baſs remov ec 
— L ==} but one Degree; in vhich places they make n Leap.to'a. 
. You ma) Ile e in the leading Part(and likewiſe thoſe that follow) two places, where a Minim is 


| broke-into two Crotebets, and one of them ſet ai Octave lower, for better carrying on the Air of. the 
| Defeant,! and keeping the Parts within due Compaſs. | 


* 


k 


* 
* — 


RET : * 0 
Kang. | | 4 4. Canon in Un: Hon. W 
E = Ve vill give 1 0s 5 — FF | 
— — 2 . * 
6 8 I one Example 5; = 
. mere ie il l *Y OS = | 
' = a | we | T * ; _ — — —_—x—=T [ 
_ Fay, upon lon EZ: E r 
— — = — 4h C = 
| i ger Notes of the 8 5 ES  . — 
— ES zround;the — 11 —— 4 — 1 — . — — - I I 
Fas | 1 1 — 
2 2222 cant Notes bei 4 a _ — 
. . * made equa t . : "5 . 
: — —=—=_—==_—==_== them. 68 Ws I { 
— — 1 — - | | * — — — _ <> 
[is C < * — — — 9 
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* N — 2 F 8 
in theſe Spncopated Canons you may bes that Two of hs Parts move up and doxn in an every 


Mere; the other Part (by its coming in upon an odd R) drives or breaks in between them. 
After the Lame maimer of E W l or driving, Canons may be made (though not upon a Ground) 


the Parts being ſet. a . 60. or N. one from another; as you may ſee by the two n made by the 
excellent” ML. Nause aw. Lock ee in ordinary to His Majeſty. | * 


8 P 


1A. Canon in the 8B" and 4 bel o. | 4 3. canon in the Gu. .o and * e. 
a ILY 
———_—— X 5 . — — — — 


1 2 4 
W BD A. 20> = _ 0 —— 
1 mm —— 


ͤ—üU—öü! w — 


— — — 1 1 — 1 — — T | - - 4 
8 a6 16 dS gs wy den - * 3 * ES , ,, — 


The Rats or Method of which 1s this; that the Parts whether Aſcending or Deſcending proceed "Prom 
%% 3% like the former two Canons in Un;/on: And break off to a 4 the contrary ms. to keop the Canon. 


i ue Decorumz which othervays, xonld Aſcend or Deſcend beyond proper limits. . * 
„Ahe poſition of the Parts, al 1s according to the Harmonical Diviſion of an octa ve. which has Fry 
11 144 loveit place. The Dr1510g Part is the Sub-o&fave; as you may percieve, in their Examples, 
df " Bp 


ve, 


$ 6. 07 CAN ON a Note H: zgber or Lower: 2. K IN, 
ANON a Note Higher, is when each Part comes in a Tone .or Note above another; as the next Exenple 

a (hen; made by the foreuamed M*"* Mat? Look (to «hom 1 acknovledge or hn much obliged, both 

fer his ſuggeſtion and afsi{tauce in this | Trentiſe,) This depends upon light; and Therefore no Aube to- * 


} Iz \ 4 - 
. * 0 e "A'S 4 


be given; except the helps formerly men“ . f 1 ‚ 0 . 


— 


x * 
AE n n — 3 N [ 
2 4 e Hi Fer, ng VF 75 AIR s on Example _ EIT, 
— — — (anon a Note Lover; is ag 8 
* 2 a ** 7 ' — ö > 
. — — — 9 5 : — — Li 2 
— ͤ — — .. v ben the parts come in S 
3 * : ; ] & Wha. , 2 ws : — 6 f 
6 OP" Ty ' £- aTorne or Note nuder each : 
E—RX (' ber, the next Example 
. * - , 88 4 N we 
| — f — ſhew de by o 1 
0 — —— —.— —= N J one firſip I _— S - 
— HI ==2 ofedMethod;vith C; ——F——=——_— 
—— — = 22 12 — 2 22 f etmnodz v1 ome _ [ * 
I 1 2 little reference to light. + | 
8 . — Vhich m be Wrote in" : Ofte ſuigle- Part, and earked 1 
3 — ++ 4 „ r +. he , — | 
, - * 1 3 | k . 5 ; Nel 
1 ? 8 * _ EE the following manner 3 
| | NI RH 3.  , Canon, a N. oater. 
. — 2 4+ — OH OOH] ING BHD Ran — — 3 2 * 1 8 * * pt 2 = 
8 : " ! | I, +. , * — 7 2 — 
8 2 a» | r A LA. — RT; a LATAJALIAI + 1822 * — 2 
1 * . 3 „ „„ ' —— 1 — —— — 2 + —— 1 — CC 
— — | 43 — * 
* — ff —— ——— — Where: Note, that the following. Parts come in, as they 


Hand in a ler behind the leading Part. And this is the beſt way of Marking: a Canon;eſpecial: 
4. aben che following Parts come in npon ſeveral . Keys which may be known E che ſeveral c . which. 


* 


— 


denote © - thoſe we ks and alſo ſhew the compal's of the ca non. | 


; — 0 8 of CANON Rijing or Falling o.. Bs "ED Ie 8 | 


HERE is! another. fort of Canon which Rifses or Falls a Note, each) time it * repeated aud may 
be Compoſed by uf firſt Method, o 55 muſt coutrivb it 785 that it 57 end JG hy 


1 


xk 


* 


chat. en 83 8 88 NF & Sh . * e 0 


Fad 


| 1 4 * ' | | 4 2 0 
+ each, Repetian . 1 Canon Falling a = each ee Fi (65 


De Canons are 1 to bo Sung Recie & Retro (as it is called) that is Fr and ele rd; or one! 


Part Forvard and - another - Rackward. Which may ſeem a great Mystery, and a bufined. of much · Intri 
cac ). before. one know* the vay of doing it; but that being known, ſt is the ealieft of IL forts of | 


Canons . That which follows ſhall ſerve for an Example .of 3 3 her es S. : 5 2 1 

| Canon Recte * Rebro | 3 Either of theſe -alone, 3 1s a canon of two, Parts, one; Part 

5 — . 25 == 2 — — — ==} —— ſinging forward; the other beginning at An. 'vrong end, | 

5 Reveried "this = 3 eee and ſinging the Notes Tack wart. The e whereof | 
— — 22 4 . — is no more than that rhich follbes BY 2 | 


2 only the end of one Part 1s joined to the and of the other in rn formg. 
as upon examination you vill eaſily find; if you look: back upon the. Ttroke-which 
4 jou ſee drawn through the middle of either. And after the fame manner 050 
mx) add more Parts to them if you pleaſe. Ng & * oe n ! 

T bene is mode way of Compoſing Muſic ty be played or ſung, forward and backward (euch e 
the fams ; effect) which is, by making the Parts double, 2 two Trebles, two Is, Ke. as .the next = 


” 75 A 


4 1 
Foal 
| 

fi 


. — ſhews, « 3 wa, — 


/ 


. oe 23 1 3 Here you laye two Trebles and t vo B. which, as they now "hin 
| « 241mm of CIPRO” A 
IT * may be played or ſung, as well backward as forward; and will refeakf; 
IT. HHU | 

83 E Lefien of two Strains: the firſt forward; and the ſecond Strain back - 
2Tretle. — 2 | = ] : [-vard; as upon trial you will percieve, But if you, woitld lave Une Part 


to be kung backward, vile the other ſings forward; yon al hen 
= one of the Trebles, aud likewiſe, 'one of the Baſs, the co 


> = 2 3 | — 4 5 1 1 vay; ald Ju them amber, ſo, het their two ' exttls wr) Ji: ec 
2 Bg/ - iu the middle of the | Leſson; as you ſce uf, the folloving E xan\ - 
plor and” thow the Harmony will be right, ahether Jou ſing them backward or forward; or one Part Gr 
nd. end the. -other Part backward :*- - Alo, two may ling the Treble, one forward, % other 
| Backward; "ap other tuo, the 3/5 in like and then it is a Canon of four 1 in. 3 
| A + 3 8 RS, 1 | 0 . 8 lu the fame mauer. vont may comple Six ports An 
ry = LES = 5 Three; or Eight Parts in For: r, by adding tuo CoA. hr Te. - 
A; 83 eee eee 8 8 -nors,or two Tenors, or botl and then 1 joining t their: ds toge 
2 | IT — = ber as ve. did thoſe. Irebles and Be. | 


ou 
i 2, 2 


By what has dann ſhown, I ſuppoſe you fce the vay of Retrograde ng ra nt. nut 1 mult. cation” yon, ot 
to let. any Notes with, "Dots after them, in this way of Recie & Retro; betauſe the * Dots, 111 the Retr, "will. 
(tand on the wrong (ide of the Foles, Alſo, you muſt be wary how you nſe Di/cords;. therein; let, 


it the Revert or Rei ro, they hit upon the beginning tuſtead of the latter Part of the ö 12 


) 


= 


; FE is called Double D gn when the Parts are To contrived, that the 1 FI may be made ths Bay”, 
and. Abe 8.5 >the! Treble, 1 vilk give your the Example of it in Canon; per  Ar/in & Thegen, that (for 


8 9% 9 Dun DESCANT. 


prev wy 5 | may Ze both nnder one; as in the next Example . "4 
. $ 42 * a E 
Double Degeant « or ER per Arſin and Theſin . 


K 
— 2 — TY L.A 
2 — 


e 2 : = | b . er : loin and eaſy as I did the firſt Examples of two Parts 


— One; for it may be performed by the ſame Method. 


duly in this, you! mnſt invert the Notes as you Place them in the following Part: accomodating your New Del 


* 


1 


This may foine a difficult buſineſs to one that 


I is not very ready in his light, heit 1 ſhall render i it ns 


cant(Bar after Bar) to the Notes fo inverted; as vort may percieve in the next Example. 


3 3 = 2 But hon muſt not ufe any 99% in this kind of Double DYfeant, "ntitefs in 

| : —— Paſsage or Binding the” = ' Diſcord; becunfs. hows you change the>Parts, ma - 
__ — N 0 3 King That the Treble which before was the 54% (Shich is called the Reply) 
0 — SE} thoſe Cd. ill be changed into 4 * | e ae 
1 IST 6p 1 IF / 6 7 The Canon begun in Un/ony which in 

5 "FL 2 | = = _—_— | 1 | the Reply 15 changed into an gb. But 
* 12795 PIRIE RSS.» i 2 8 8 the ſame Method ſerves in what di- | 

| — = 1 — 2 — tance - ſoever it be Tet. 1 

. Ws 7 1 * f . 


— — — dw —— —ͤ—ͤ 
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$ 10. OG CANON to hui, SONG propoſe. 3 5 5 DEI 


| kheen Jon how to compoſe a ca nan in 975 vn to any Ground of plain Song conſiſting of Se: 
:mibrexes or Breves; and gave 


. 


you Rules for it. Bat this 'whicli Jam now to ſpeak of, cannot be rede 


cd 10 en) Ritle, (hat. I know) a as depending merely upon fight: and therefore all, I can do, is ; only, 'to 
give yon hat help, or alsiftance I am able, towards the effecting of it 


Me will take For lnfiance) one of Mr Elway Berend not to be 88 $ithout due 5 fer Ki. 


oncallint Book of Canons, Printed 1631. where you. have 3 of Canons upon * Plain Son in all 


the diſtances contained in an Octave; of which the next is one ene 2 23 


— Don — I——@t—y To contrive This, Firſt you are to conſider, - ,— ===} 

* ns 5 Rz === (0p Notes will beſt ſerve your purpoſs for the lead — — 

—< a ing Part, aud alſo fuit your folloxiug Part 11 reference — = 

f ZZZ: - 7 © | « * — 

= — Ts — PATH the uext Nue of the Plain SongMheu you have found Nuts t 8 

P that will fit both theſe Occaſious, Write them down and — — 
= — i — I — then ! begiuning vill r ER Te IS,” 
Then you are to fill up the .ya=1 hy — h * Aud in this manner you are to e . 

caut Bar of che leading. Part, vith V — — —＋— Bar to Barz ſtill filling the vacaut Bar, with 
uchi Notes as may alſo fer ve - _ 7 | tuch Notes as may agree, both with the prefers 
the following. part in refetence } == — — — — 1. ole of the Plain Song, and ſerve the following 
10 the next Cucceeding Nole of 75 | 8 Ar far. the next Note of the Plain Song alfo 
the Plain Song; thus, | = f — —— The ſame Method is to be abſeved though the 


* 


plain Plain S be place] betveen, or abo ve the other Parts, As allo, whether your canon be fot i in 


c 
3 — 


* 
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$** 6" 3 9b. or any other diſtance either above or, eee you. may te by the two following Examples. 


Canon in the 19+ below. Canon in tbe gf. abowe. 


— m 


—_— 


S u. Of CATCH o ROUND. . 3 
Fa not omit another ſort of Daus, in more requeſt and common aſe (hongh of leſs an kun all 


thoſe which T have mentioned; and hat is, a Catch or Round: Some call it a Canon in 


Uny/ ons or a Canu! 
conſiſting of Periods, The Contrivance whereof is not intricate; for, if jon compoſe any ſhort Strain 


of three ar four Parts ſetting them all within the ordinary 1 or, 4 Voice; and Wald. ons fer- 
at the end of another, | Example. 


—_ n 1 have th Pr t the 
. — nm LEES ere 25 e the Parts ay ey are 
TVT 


them ret one at the end of ano 
ther, vith a Mark directing | where 


may aptly make one 


continu ed Tune; Jou 


WE Hs . — — — — _ m the folloving Parts are to come 
have funſhed - a — 2 : p 1 C 11 
3 5 5 8 : u in; as you fee in the fo ala 
4 8 a 5 2 4 : a 6 . 

g | + — 1 —4 Example. 7 DOS: The 
| 2 . ow — — «3 
4 


- 
1 — * 


r 
CStch. Te Words of which when properly choſe, ſhould ſo contrived by the Compoſer, that when ſurg, the different Voices may Catch;that-i 10 ſpeak 
and reply to exch po: Tok as may be ſeen in Jack thour't a Toper“ compoſed by the excellent M“. 


Henry Purcell 


>—2 — 2 


8 A Catch of Four Parts, 


x E 
bet. ag 
* 


. * — 
1 I T 1 T1 — m _ 1 b 1 T | 
Te : PT = l 1 = ] 1 1 1 I TT 1 « 
5 By — — — — | — p— 1 1 1 T 
— — . _ — —— _——— H— 
— ö + 12 6 f — || 
Mr — 


Having given your theſe Lights and Inſtractions for the Contrivance of Canon, «hich is the Iaft 


and” eſteemed ) the moſt intricate Part of Compoſition; I-mnſt refer the Exerciſe of it, to your own 
Study arid Induſtry. ; | 


And now I have delivered (toug) in brief) all ſnch Inſtructions as thought chiefly neceſ 


lary for yuaur Learning of Practical Mu/rte, But it reſts. on your Part to pit them ju Prac - 


tice; without which, nothing ci he effected. For, by Singing a Man is made a Singery and by Con 


poſing he becomes a Compo/er.* Vis Practice that brings Experience, and Raperience begets that Know 
b 0 0 * * 
ledge which improves all Aris and SCIENCES . * 


FINIS. 


